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Hence  it  has  not  been 
than  by  theuseof  the 
should  be  taken  as  a  dbect 

Die  Fakta  betrachten  wir  ab 

Klynfflmlkhm.     Mit  jenen  la»m  »,r  dra  DtdHtf 

langc  er  sic  nur  nicht  mil  dm 

darf  er  won!  ins  Licht 

scheint  uns  die  In.lividuaUtil  a 

betrugeriscbe  Personen,  die 

geben,  was  sic  nicht  find. 

Aber  dennoch  dttnkt  es  mien  immef  ctn  veil 


e»  si4  w»  •*»•  <fet 


Personcn  nicht  die  Charaktrrr  tu  grbea.  db 

dicscn  freiwillig  gewihlten  Charaktemi 

schcinlichkcit  oder  von  sciicn  des 

Fehlcr  kann  vollkommen  mil 

dererworbencVorrat 

stch  selbst.  aus  scinem  cigrnen  Gemhl 

Reichtum  aus.1 

These  are  the  words  of  fussing,  the  critic  wno 
ideas  of  tragedy  and  established  a  new  basis  for 
undertook  to  prove  to  his  coniempofariea  that, 
non-historical  drama,  the  chief  emphasis  was  to  be  laid  on 
that  the  motivation  ..f  the  plot  and  all  other  matters  of  fan 
harmony  with  and  determined  by  the  conception  of 

Basing  our  conception  of  technique,  i 
a  study  of  technique  should  be  primarily  a 
as  presented.     Having  discovered  the 
under  discussion,  the  next  step  should  he  to 
element  of  the  composition  and  style  it  dc| 
Bows  naturally  from  them. 

Konrad  Ferdinand  Meyer  had  an 
said  of  himself  that  he  could  express  hit 


•  Cf.  ifti4/..  St.  jo.  p.  a.  Cotta  td.  p  tta 

t 
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dramatic  form.1  That  is,  he  entered  into  his  characters,  saw  with  their 
eyes,  heard  with  their  ears,  and  was  moved  by  the  same  mental  and  spiritual 
struggles  as  they.  Having  started  with  his  characters,  he  proceeded  to 
study  the  time-setting  in  which  they  were  to  be  placed,  to  consider  the 
historical  facts  which  would  reveal  the  characters  or  interpret  their  develop- 
ment, to  invent  the  necessary  links  in  the  plot  showing  the  motives  hidden 
within  the  character,  and,  lastly,  to  embody  the  whole  in  a  form  whu  h 
should  be  in  keeping  with  this  same  central  idea. 

The  external  form  of  Meyer's  work  is  especially  praised  by  critics.  It 
has  been  said  that  his  work  is  artistic,  but  that  this  quality  predominates 
to  such  an  extent  that  the  whole  makes  no  deeper  appeal,  and  is  to  be  con- 
sidered rather  as  a  luxury  (Luxuskunst)  than  as  a  necessity. 

Immcr  wieder  wird  sich  der  feinere  Sinn  an  der  auszerordentlichcn  Plastik 
der  Schilderung,  an  der  bewuszt  kunstvollen  Fortfiihrun^  der  Handlung,  an  dem 
gewtssen  latenten  Pathos,  das  alles  atmet,  erbauen.  Aber  Konrad  Ferdinand 
Meyer  ist  zu  sehr  Kttnstler.  Wohl  hat  rr  in  seiner  Werkstatt  Becher  gehammert 
und  Schwerter  geschmiedet,  aber  es  waren  nicht  Becher  fur  die  Durstigen  und 
Schwerter  fiir  die  Kampfcnden,  es  waren  goldene  Zierrate  fur  satte  Herzen 

Ich  wiederhole:  er  ist  durchaus  Phantasiedichter.  Aber  es  hebt  ihn  vor 
anderen,  dasz  seine  Phantasiegebilde  nicht  nur  tote  Glitzerdingc  sind,  sondern 
wie  der  Schatten  in  dem  Lethe- Gedicht,  "mil  einem  Schein  von  Blut"  gefarbt 
und  lebendig  gekiiszt  von  der  wilden  Sehnsucht  des  Herzens.2 
In  spite  of  the  beauty  of  the  form  and  the  admiration  it  excites  for  its  own 
sake,  I  hope  to  show  that  it  is  dependent  on  the  conception  of  character 
which  was  Meyer's  starting-point. 

It  is  not,  however,  conceded  by  all  that  Meyer  did  start  with  the  char- 
acters. One  writer,  Stoessl,  seems  to  me  to  contradict  himself  in  regard 
to  this  point.  After  making  a  statement  to  the  effect  that  Meyer's  work  is 
picturesque  but  not  plastic,  that  it  lacks  depth,  Stoessl  says: 

In  der  Personlichkeit  ist  jedes  Gebahren  der  Zeit  sichtbarer,  mit  symbo- 
lischer  Bedeutung  festgestellt  und  zur  Erscheinung  gebracht.  Aus  der  bewuszten 
und  heraustretenden  Tat  eines  heroischen  Individuums  laszt  sich  die  treibende 
Kraft  der  Gesamthcit,  ihre  Not,  ihr  Entschlusz  am  sichersten  erkennen  und 
gestaJten. 

But  he  further  says  that  the  result  of  Meyer's  aesthetic  point  of  view  is — 
dasz  ihn  in  der  Regel  nicht  die  unmittelbaren,  seelischen  Probleme  zuerst  auf- 
suchcn,  fur  die  er  historische  Gleichnisse  wahlt,  sondern  vielmehr  die  Erschei- 

•  "  Wahr  kann  ich  nur  untcr  der  dramatischcn  Maske  al  fresco  scin.     Im  Jenatsch 
und  im  Heiligen  (bcidc  ursprilnglich  dramatisch  konzipiert)  ist  in  dm  verschicdcnsten 
Verkleidungen  weit  mchr  von  mir,  metnen  wahren  Leiden  und  Lcidenschaftcn,  als  in 
dieser  Lyrik "—Letter  to  Luiae  von  Francois,  Langmesser,  op.  cit.,  p.  126. 

•  Buss*,  op.  «/.,  pp.  8,  21. 


nungen  der  feraea  Ztfc 


ihrer 

It  is  only  necessary  to  die 
whose  chief  interest 
by  contrast  that  this  is  not 
that  gives  Meyer's 
this  quality  in  Meyer's  work  in 

In  cinem  Brtefc  ciaes 
Waller  Soott  fpleien  und  mir 
war:    wie  wenig  fchhe 
macht  doch  just 
Ihrrn  Dichtuncn 


tin  Problem,  wie  Sic  sribst  e* 
soodern  cine  dopfvltc.  .         * 

This  comparison  with  Scott  b  uiteimisg  I 
point  made  here— that  Meyer,  instead  of  wi 
interest  in  the  past,  or  even  a  local  naiioatJ 
every  detail  hinge  upon  the  idea  of  the 
We  shall  notice  the  national  clement  in 
only  as  an  explanation  of  the  character,  whereas  is)  Scad  i 
connection  between  the  character  and  the  truis*  A  s» 
mcnt  is  that  of  Greinx: 


Nirgcnds  findcn  wir  bei  ihm 
tin  Hild  der  Zctt  zu  gcben,  soodr 


^^ 


aus  dem  Charaktcr  dcr  hamirlndm 
glUcklich  gcwahltcn,  scheinbtr  our 

Again,  another  writer  says: 

Alksist  bci  ihro  auf  die  liandlung 
gic  der  Hmndlung,  auf  die  cs  ihm 

•  StOCMl.  Of.  rtl..  pp.  J6. 

•  Langmevrr,  *f.  rtl. .  |-,  IMSV of  Msf  I.  tttl 

•;en  unvcrjr.lcH  hlx  h 
der  Kampl  des  Individuellen  mil  dro 
vcllcn,  />i>  Rukltrtm  urn!  / >•/  //« AjrW  A*  M 
wferienurim 


Falm  4sr 

SpahrrbUrke 

haben,  ebe  er  rie  mil  tokber  pK 
i  Grdnx,  •}.  fil.  p| 
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This  is  the  same  as  saying  that  Meyer  is  concerned  primarily  with  the 
characters;  for  it  is  on  them  that  the  "Psychologic  der  Handlung,"  i.  e., 
the  motivation,  rests. 

But  the  final  word  is  spoken  when  the  author  describes  his  own  method 
of  work: 

Wcnn  ich  cine'  Novelle  schreibcn  will,  besteht  die  erste  Arbeit  darin,  den 
Stoff,  der  behandelt  werden  soil  und  der  sich  in  allzugroszer  Flille  aufdrangt, 
zicmlich  gcnau  abzugrcnzen.  Den  so  eingeengten  Stoff  mochtc  ich  am  liebsten 
mil  cinem  Ackcrfeld  vergleichen.  Dieses  musz  gepflligt  werden,  und  das  ist 
sodann  die  Hauptarbeit,  das  Erdreich  dergestalt  zu  durchwiihlen  und  zu  pfltigen, 
dasz  die  Bedingungen  einer  moglichst  hohen  Ertragsfahigkeit  erfUllt  sind,  und 
dasz  kcin  allfaMlig  vergrabener  Schatz,  auch  nicht  das  kleinste  Kleinod  entgeht. 
Bci  dieser  Art  von  Tatigkcit  kommen  mir  die  historischen  Personen  mil  der  Art 
ihres  Denkens,  mit  den  Anschauungen  ihrer  Zeit,  mit  ihrem  Fiihlen,  ilm-n 
SchwSchen,  ihren  Leidenschaften  menschlich  naher.  Die  kleinen  Zu> 
wir  oft  zufaMlig  finden,  haben  manchmal  den  groszten  Wert;  sie  machen  uns 
vielfach  darauf  aufmerksam,  dasz  gewisse  Handlungen  geschichtlicher  Personen, 
die  uns  zu  ihrem  sonstigen  Charakter  nicht  zu  passen  schcinen,  aus  andcrn 
Motivcn,  als  den  durch  die  Zeitgeschichte  ihnen  zugeschrieben,  hatten  herflieszen 
konncn,  und  die  blosze  Moglichkeit  geniigt  dem  Dichter — denn  dazu  hat  er  ein 
Recht— beispielsw.  seincm  Helden  solche  andere,  aus  seiner  ganzen  geistigen 
Individuality  begreifliche  Beweggrlinde  unterzuschieben  und  ihn  dadurch  zu 
individualisieren.1 

Meyer's  favorite  theme  is  the  study  of  problematic  characters,  of 
personalities  in  which  opposing  forces  fight  for  the  ascendency,  a  theme 
previously  expressed  in  Hutten  in  the  words: 
ich  bin  kein  ausgeklUgelt  Buch. 
Ich  bin  ein  Mensch  mit  seinem  Widerspruch. 

If  not  a  conflict  of  different  emotions  in  the  same  individual,  the  theme 
becomes  the  struggle  of  the  individual  personality  either  alone  or  as  one 
of  a  class  against  opposing  forces  of  higher  power,  prevailing  customs  or 
conditions.  Thus,  in  many  instances  Meyer  presents  the  principle  of 
individual,  religious,  or  national  freedom.  Life  demands  strength,  and  the 
individual  must  bring  to  expression  those  impelling  forces  he  feels  within 
him.  If  there  is  failure  to  attain  the  desired  goal,  it  is  because  of  some 
hidden  element  of  weakness,  which,  revealed,  furnishes  an  explanation  of 
the  character's  final  insufficiency.  Thus  each  of  his  stories  presents  a 
universal  ethical  problem  such  as  must  form  the  foundation  of  every  great 
literary  work. 

We  may  contrast  Meyer's  method  with  that  of  Tourge'nieff  who,  it  is 
«  Frcy,  op.  cit.t  p.  283. 


started  with  hit  charactm  aad 

(lit  1  i        (   r  '   • 

•     VffM^M^V      »»^»      ^^  »^^eJW     *^ 

determined.    Bt  ttkf  fcv  ft*  CM»  »  * 

is  a  specks  of  moti vatkm  whk  h  tao 
insight  into  the  workiapof  UwbwMi 


His  ability  to  read  character  aad  to  wte  tW 
he  came  in  contact  was  remarkable.* 

•  James,  far  tut  P~t,*a,.  w 

l>mbri  h*llcef«nr 
tumlichc.     Trmt  ihm  rinr 
machtc  « ihm  da 
merkwttnUf, 
Innere*."— LaagiMMrr,  ^  m  .  p.  ii§. 


StQcke  ihrrr 
and  enrccktc  in  ihm 
MenKhen  deutlich  »UMU Widen. "-Bctiry  Ifttyw.  ^  *«.  Sf 


1 1      CHARACTERIZATION 
CLASSES  OF  CHARACTERS 

Central  character. — Knowing  Meyer  to  have  so  strong  an  interest  in  the 
individual  personality,  it  is  not  surprising  to  find  that  he  limits  the  main 
characters  in  each  Novclle  to  a  very  small  number.  Each  story1  contains 
a  central  character,  a  hero  or  a  heroine,  to  whom  the  other  characters  are 
related.  Sometimes,  in  a  case  where  two  characters  are  contrasted  with 
one  another  or  when  the  relations  between  two  characters  form  the  main 
theme,  the  two  characters  seem  to  be  of  almost  equal  rank,  as,  for  example, 
Auguste  Leubelfing  and  Gustavus  Adolphus  in  Guslav  Adolf s  Page. 

The  central  character  is  not  always  "das  Auge  durch  welches  der 
Autor  die  Welt  sieht."a  In  the  frame-stories  the  story-teller  fills  this 
office,  and  in  Jttrg  Jenatsch,  Waser  is  an  interpreting  character.  "Zwar 
finden  wir  ihn  kaum  als  treibende  Kraft,  aber  stets  als  verstandnisvollen 
Zuschauer,"  says  Sahr.*  His  presence  and  judgment  help  to  rationalize 
those  experiences  which  are  held  by  the  credulous  to  have  a  supernatural 
origin.  He  alone  appreciates  the  hidden  impulse  from  which  all  Jura's 
actions  spring.  "In  einem  Stiicke  wenigstens  iiberragt  Georg  Jenatsch 
unsere  groszten  Zeitgenossen — in  seiner  iibermachtigen  Vaterlandsiiebe. 
.  .  .  .  Sie  ist  der  einzige  uberall  passende  Schliissel  zu  seinem  vielgestalti- 
gen  Wesen."4  But  the  central  character  is  the  bearer  of  the  idea  of  the 
piece.  Thus,  in  Jiirg  Jenatsch,  we  have  a  study  of  a  powerful  character 
torn  by  strong  conflicting  emotions,  patriotism,  loyalty,  love,  and  revenge. 
The  hero  changes  from  a  sturdy,  straightforward,  fearless  lad  into  a  mur- 
derer and  traitor,  but  moved  by  the  sole  desire  of  freeing  his  country  from 
a  foreign  yoke.  Yet  such  deeds  are  shown  to  meet  the  reward  they  merit, 
no  matter  what  the  motive.  Meyer  considered  Jenatsch  a  scoundrel,  but 
he  has  shown  how  a  man  with  Jcnatsch's  natural  tendencies  and  in  his 
cin  urn  stances  could  so  change,  and  through  him  Meyer  has  illustrated 
his  own  ethical  views. 

1  As  there  is  no  English  equivalent  for  the  German  term,  Novelle,  the  words 
story,  novel,  etc.,  will  be  indiscriminately  alternated  with  the  German  word  for  the 
sake  of  variety.  In  the  discussion  of  the  classification  of  Meyer's  narratives  as 
Novell**,  the  German  word  is  preserved  throughout. 

•  Spielhagen,  Beilr&ge  n.  Technik  (Us  Romans,  p.  72. 

sSahr,  op.  cit.,  p.  7. 

4  Jtrg  Jenalsch,  pp.  327,  328. 
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Main   and 
Jufg  Jenahck  ot 
ing  figure  and  those 

less,  ol  the  characters  so  nUmJucsd,  only  two 
characters,  Lucretia  and  Rohan.     They  aw  in* 
whom  Jenatsch  loves  and  whose  bvt  lor  Urn 
ciatc  the  good  qualities  he  possesses  to  spist  ol 
against  whom  Jenatsch  sins  most  deeply.    All  the 
to  a  group  subordinate  to  one  ol  thnr  thnr  SBftto 


In  Dos  Am*t<t,  the  only  X«*U*  fiiliiiiil  puiiuai  to  S» 
there  is  not  the  same  "niHsritTn  to  the  BMsabef  of 
concentration  on  the  central  figure.    Tne 
incidents  connected  with  the  medal  ol  the  Virgto  wMcn  m** 
Protestant  but  not  the  devout  Catholic.     It  trik  thr  on 
immediately  preceding  and  inrtudtog  the  Mssstrrt  of  9L 
Day.    The  real  essence  ol  the  story  b  the 
liberty  of  worship.    The  hero  b  ignorant  ol  the  stast  of  i 

experience  must  be  broadened,  he  meets  mmmy  p 
representatives  ol  many  different  classes,  he  tears*  at  ts»  **r*M»  «l  *t 
court  and  of  Coligny's  great  plans.    Some  of  Mi 
through  his  friend  Boccard.    These  two  are  the 
other  characters  are  given  a  broad 
vided.   Meyer'spurposewa*loiUu*r»icihesf*ilc<ibri 

w.  Thus  we  find  such  different  figures  as 
garola.  But  the  figure  ol  Coligny  and,  to  a  lass 
of  his  brother  Dandelot,  dominate  the  story. 

To  see  how  Meyer  mastered  the  problem  ol 
into  his  story  and  at  the  same  time 

character  unknown  to  history,  we  have  but  to  riser  to  Db 
Knaben.    Meyer  never  reverted  to  the  sisnsiir  of  Dm  Am** 
mastered  the  problem  ol  concentration  to  Jt*t 
sich,  nur  wenige  Personen  in  die 
was  ihm  nicht  in.lividuell  grnug 
aspect  of  form  is.  then,  but  a  means  of 


<:pU  and  complex  rAaradsw.— The  msflsber  d 
seated  in  the  .VmWfoi  is  remarkable.    There  aft  kto| 
rulers,  diplomats,  scholars,  poets, 
tiers,  soldiers,  men  and  women  of 


bandits,  the  aged  and  youth  ol  every  mik— f*wwa»  pt§*a>  pnil  i 
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Swiss  mountains  and  of  the  Italian  courts,  sailor  boys,  school  boys,  and 
a  merchant's  son— orientals,  and  representatives  of  no  less  than  nine 
European  countries.  Each  one  helps  to  throw  light  on  the  chief  character. 
Of  such  a  large  number  it  is  evident  that  but  few  can  be  selected  for 
psychological  study.  The  number  of  complex  characters  is 
I;  those  characters  not  so  closely  studied,  remaining  simple  rather 
than  manifesting  problematic  natures. 

Developing  or  self-revealing  characters. — Again,  while  Meyer  wished 
to  show  how  the  characters  came  to  do  what  they  did,  he  was  aware  that 
in  the  majority  of  cases  people  simply  reveal  certain  traits  which  are  latent 
in  their  natures  rather  than  express  a  definite  change.  Accordingly,  we 
find  that  many  of  the  complex  characters  reveal  themselves,  but  that  \ « r\ 
few  really  show  a  change  during  the  progress  of  the  story.  I  limit  these 
few  to  Jenatsch,  Astorre  (Die  Hochxeit  des  Monchs),  and  Giulio  (Angela 
Borgia).  We  follow  Jenatsch's  development  from  Waser's  recollection  of 
him  as  a  lad  at  school  through  his  experience  as  a  Protestant  pastor,  as  a 
soldier,  and  as  the  chief  representative  of  his  countrymen.  Die  Hochzeii  des 
Mdnchs  shows  us  Padua  in  the  time  of  Ezzelino  da  Romano.  The  motif 
is  the  story  of  a  monk,  Astorre,  compelled  by  piety  to  renounce  his  vow. 
He  thus  becomes  faithless  to  himself  more  than  to  the  church  which  he 
forsakes.  Having  broken  one  vow,  it  seems  easy  to  break  still  others. 
He  deserts  the  woman  he  is  pledged  to  marry  for  another  whom  fate  has 
brought  once  more  across  his  path.  The  downfall  of  a  noble  and  pure 
spirit  is  portrayed,  with  its  pernicious  influence  upon  the  people  whose  edi- 
fication the  monk  had  once  been.  Thus  the  one  step  taken  by  the  monk 
brings  a  train  of  calamities,  all  originating  in  the  effect  of  the  act  on  the 
monk's  character.  Giulio  d'Este  in  Angela  Borgia  is  blinded  by  his 
brother,  the  Cardinal  Hippolyte,  who  is  jealous  of  Angela's  admiration  of 
Giulio's  eyes.  When  Giulio  hears  from  Angela  of  her  share  in  his  mis- 
fortune, he  rashly  joins  in  a  conspiracy  against  another  brother,  the 
reigning  duke.  He  is  seized,  tried,  and  condemned  to  death.  At  last, 
the  Cardinal,  urged  by  his  conscience,  intercedes  for  Giulio,  whose  sentence 
is  changed  to  imprisonment.  Under  the  influence  of  Angela,  who  is 
burdened  by  a  sense  of  her  share  in  his  misfortune  and  marries  him,  and 
because  of  the  years  of  imprisonment  necessarily  spent  in  reflection  on  the 
past,  resignation  and  moral  purpose  are  developed  in  the  character  of  Giulio. 

On  the  other  hand,  in  Meyer's  story  of  such  a  complex  character  as  that 
of  Thomas  Becket  in  Der  Hcilige,  the  author  does  not  show  Becket  to  us 
as  a  developing  character  as  much  as  a  man  about  whom  we  are  constantly 
leaning  more  facts  which  illumine  what  we  previously  knew  of  him 
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and  prepare  us  for  future  event*,    Hit  mother  was  a 

father  a  Saxon     lit  himself  it  the  Norman  kinjc't 

and  friend,  officially  his  chancellor  J  The  kin*  wrongs  him  grievously  by 

robbing  him  of  hi*  most  precious  tmuurr,  hit  <UujtK-     •  .ra 

Becket's  diplomatic  taienu  are  so  gnat  thai  the  king  derate*  him  u>  the 


toy.    Th«  *hc*  to  have  as  the  head  ol  the  church  one  wb 

i  i 


also  advance  the  highest  mt»«M^  pj  tt^  j^yp  Becfcet's  orienial  instinct* 
appear  in  his  devotion  to  the  master  he  scrvr*.  and  when  he  become*  head 
of  the  i  hurt  1).  Kft  Wo*fc«  frlff  hpfJiitggsM*^as\YippD<ad-in_thoj>' of  KiaM  HeniT. 

v  holds  is  supreme,  and  he  ia  leVsptad^D  Mi  II 
to  satisfy  his  oriental  implacability.    Thus  the  event  ol  Grace's  death 

acl 

have  heretofore 

Abnormal  characters.— Although  Meyer  was  interested  in  fimMfmarir 
characters,  he  did  n<>t  turn  his  attention  to  the  study  of  abnormal  charac- 
ters. But  few  examples  of  this  class  are  to  be  found  in  the  JV«teAav 
Charles  IX  in  Das  Amulet,  Agostino  and  Blasius  Meander  in  JaVf 
Jenatsch,  Olympia  in  Die  Hockmt  de*  Mo*<kt.  and  Ferrant*  in  Anfda 
Borgia  complete  the  list.  But  how  vividly  are  the  indecision  of 
the  fanaticism  of  Alexan.i.r.  IVmntr  .  Uck  of  principle,  the  rapid 
nations  of  Olympia's  lucid  and  frenzied  states  portrayed  I 

dh-idual  or  typical  characters.— Meyer'*  characters  are  individual 
He  has  made  them  concrete  and  real.  His  understanding  of  the  manifold 
aspects  of  human  nature  finds  adequate  and  sympathetic  eiprfmina  Hit 
differentiation  of  the  four  brothers  d'Este  in  Angela  Borgia  may  serve  at 
an  example  of  his  talent  in  this  direction,  as  well  as  the  portrayal  of  the 
characters  mentioned  in  the  preceding  paragraph, 
character  an  individual  l>y  first  taking  into  consideration  the 
of  heredity  and  environment,  by  a  study  of  the  motives 
the  acts  of  the  characters  in  particular  instances  The 
be  passionate  like  Jenatsch,  subtle  like  Bnkrt,  conscientious 
thoui  try  pedantic,  Uke  Waser,  manifesting  the  traits  of  a  tyrant 

in  embryo  like  Ezzclin,  or  born  with  a  talent  for  intrigue  Kke 
—not  one  is  distorted  into  a  caricature.    That  is,  no  one  of 
ages,  however  real  his  presence,  fails  to  exhibit  such  typical  qualities  as  are 
essential  to  the  normal  human  being.1 

1  "  If  the  personage  be  drawn  as  to  convey  a  vivid  sens*  of  family,  bat  laililittal 

characteristics  will  be  firmly  outlined;  and  if  he  fives  to  the  rsadtr  aa  iapiaad  •  of 

moral  unity,  thrrr  U  little  <ioubt  that  he  will  in  the  tnir  stave  contain  the  type.    For 

i*,  *o  far  as  it  b  of  any  artistic  value,  b  impfldt  ia  the  isdHri4oaL~-Blei  Ptarry. 

op.cit,  p.  1*3. 
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Female  ckencUn.— Meyer's  female  characters  are  divisible  into  two 
groups.  Those  in  the  one  group  are  dominated  by  a  strong  purpose  and 
show  firmness  in  executing  it.  Having  once  entered  upon  a  course  of 
action,  they  cany  it  through  to  the  end,  even  if  the  so  doing  may  involve 
the  greatest  sacrifice,  that  of  life.  The  "Richterin"  Stemma  is  an 
example  of  this  group,  and  also  Angela  Borgia,  who  by  lu  r  strong  moral 
nature  is  able  to  conquer  all  opposition.  The  other  group  of  women  com- 
prises those  with  less  defined  characteristics.  They  are  charming  but 
shadowy  creatures,  beautiful,  and  winning  the  affection  of  brave  men, 
though  not  performing  any  definite  action.  Their  simplicity  is  their  chief 
charm.  The  women  of  the  former  group  are  they  whose  complete  por- 
trayal  was  a  primary  concern  of  the  author.  When  the  female  characters 
do  not  have  one  of  the  chief  roles  to  play,  they  are  sketched  in  more  lightly, 
the  author's  attention  always  being  given  to  the  enigmatical  personality. 

METHODS  OF   PORTRAYAL 

Circumstantial  description. — The  Novcllen  rarely  contain  circumstan- 
tial descriptions.  Among  the  most  detailed  is  that  of  the  abbess 
in  Plautus  im  Nonnenklosttr:  "In  der  weiszen  Kutte  mit  dem  hochge- 
rOteten  Gesichte,  den  dumm  pfiffigen  Aeuglein,  dem  kaum  entdeckten 
Stttlpnaschen  und  dem  davon  durch  einen  ungeheuern  Zwischenraum 
getrennten  l>cstialischcn  Munde."1  Here  we  behold  without  comment 
on  the  part  of  the  author  the  physical  embodiment  of  the  inner  traits  to 
be  revealed.  Poggio,  the  speaker  of  the  preceding,  is  thus  portrayed: 
"Kin  scharf  geschnittener,  greiser  Kopf;  an  dessen  beredten  Lippen  die 
Aufmerksamkeit  der  lauschenden  Runde  hing.  Der  Ausdruck  dieses 
geistreichen  Kopfes  war  ein  seltsam  gcmischter:  iiber  die  Heiterkeit  der 
Stirn,  die  lachelnden  Mundwinkel  war  der  Schatten  eines  triibcn  Erleb- 
nisses  geworfcn."'  This  is  more  suggestive  of  the  inner  nature  of  the 
man  than  furnishing  details  from  which  an  accurate  picture  could  be 
made.  The  strange  figure  of  the  Swiss  in  Die  Ver  sue  hung  des  Pescara 
is  described  quite  minutely  as  he  is  reproduced  in  the  painting  over  the 
altar:  "Der  auf  eincm  Stiernacken  sitzende  Kopf,  kleine,  blaue,  krystall- 
heUe  Augen,  etngezogene  Stumpfnase,  grinsender  Mund,  blonder,  krauser, 
knebelbart,  braune  Farbe  mit  rosigen  Wangen,  Ohrringe  in  Form  einer 
Milchkclle,  und  cin  aus  Redlichkeit  und  Verschmitzheit  wunderlich 
:hter  Ausdruck."*  The  last  particular  gives  the  essence  of  the 

*  PUmt**  im  Xennnklotttr,  p.  229. 

•/«*,  p.  ai7. 

»  Dii  Vfrnukttng  tot  PtKara,  p.  180. 
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man's  character.  We  haw  this  description  because  we  are  to  Mtl 
man  again  and  recognbe  him  by  hit  appearance.  Aside  from  these 
amples,  only  the  destriptiont of  Cofigny  in  Jte  Amd* andof  Fafonin 
Leiden  eines  Knaben  are  circumstantial,  the  reason  lieing  that  they  ait 
interesting  figures.  But  it  is  the  minor  figures  that  receive  the  greatest 
amout  umstantial  description,  the  main  figures  trdtf  described  / 

by  their  inner  traits  of  character. 

Colored  by  inner  ckamUr.— At  a  rule  the  external  characterijation  it 
colored  by  the  idea  which  the  character  rr  prim*!.    An 
tion  It  the  description  of  the  burgomaster  in  Jtvg 

In  der  Mitte  der  Rauherrn  fid  der  AmlsbQrgemttar  Me) 
imposantr  Erscheinunx  ins  Augr      Nie  halte  eine  barpnttisftti 
ihrrr   grosxcn    runden    SchaumUfuee    bequemer 
geleuchtet,  als  die  auf  seiner  breiten  Bmst  ruhcn< 
Strumpf  und  ein  Rosettenschuh  knapper  und  schtaer 
wohlgebildcten,  feieriich  vorgesetxten  Beine     Bel 
verrirt  die  Befangenhcit  des  gewohnlkh  ffsundto  < 


bingliche  Ausdruck  der  irrenden  Augensteroe  einen  grheimen  \Vi<lrr%pnicii 
Inncm  mit  der  magistralen  Sicherhett  seiner  vullkoouaeae 


Further  reference  may  be  made  to  Water  whom  Meyer  hat  drawn  with 
great  care.    As  he  comes  on  the  scene  from  time  to  time,  we  tee 
in  his  outward  bearing  with  just  those  features  in  the  brightest  light 
reveal  his  mental  attitude.    At  first  he  is  a  simple  citum  at  the 
of  his  upward  career. 

Er  tru*  stidtische  Tracht,  und  was  er  auf  sein  FciWsta 
schirn  rin  Irichtcr  Ratsdegen  und  ein  Rat&hcrrrnmiatelchen  n 
schritt  er  jugendlich  elastisch  bergan  und  sc  haute  sich  • 
Blicken  in  der  ihm  fremdartigen  Bergwdt  urn.' 

Jenatsch's  impression  of  his  former  friend  is  favorable. 

Jenatsch  seinerseits  war  von  der  fertigen  und  ssubern 
zUrcherischcn  Freundes,  der  mit  klug  beschetdenen  Blicken,  doch  in  seiner  Wcitt 
sii  her  vor  ihm  st.in.l,  sichtlich  Iwfricdigt.  und  offcnbar  cKrrut.  mit  eioen  Vertnrtrr 
stldtischer  Kultur  in  seiner  Abgetchiedenheit  n  verkehrrn  > 
The  suggestion  of  pedantry  in  Waser's  nature  appears  next,  as  he  visits 
St.  Mark's  with  Rohan  and  the  duchess. 

Uicht  zu  erkennen  an  seinetn  voreehmen,  hafern  Wocas  and  der  wtrdr 
vollen,  aber  anmutigen  Haltung  war  der  mit  calvinistischer  Scyhiithfit  in  duakk 
StofTe  gckleidete  Henog.  Die  schlanke  Dame,  die  er  ftthrte,  war 
Seiten  in  bestlndiger  Bewegung.  Jetxt  neigte  tie  sick 

7«Ml«eA,  p.  s87.          '/W^p-S-          */W*\.p.4i 
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Hcrro  zu,  dcr  ihr  mit  cinigcr  Gra  vital  die  gotischc  Architektur  des 
<u  crilarrn  bestitbt  war.1 


The  contrast  between  Wiser  and  Grimani  is  effet ; 

Zwci  Mlnneifestaltrn  in  Staatstracht,  die  sich  in  ausdrucksvoller  Silhouette 
vom  hcllcn  Hintcrgrundc  dcr  gianzend  cricuchtctcn  Halle  abhoben.     Dit 
arigte  den  fcfaen  Bau  und  die  ruhigc,  geschmeidigc  Bcwegung  des  vornchmcn 
Venetianexs,  die  andert,  von  behaglicher  Fullc  und  deutschehrbarem  Anschcn, 
weijpfte  rich  mil  etwa*  kletnslldtischrr  !  loilii-hkdt  dm  Vortritt  zu  nehmen.' 

Lastly,  we  see  him  wearing  the  highest  honors  of  his  native  city: 

Ein  Ilauch  von  Jugendlichkeit  schwebte  auf  seinen  vom  Gastmahle  gcroteten 
ZOgen,  dcrcn  frtihcrc  bcwegliche  Fcinhcit  sich  zum  behabigen  Ausdruck  einer 
wohlwoUenden,  aber  ans  Schlaue  strcifcndcn  Klughcit  ausgepragt  hatte.3 

External  description  suggestive  and  cumulative. — The  external,  then, 
as  well  as  the  inner  characterization  is  suggestive  and  cumulative,  the  two 
always  going  hand  in  hand.  Attention  is  called  only  to  a  few  salient  points 
with  the  point  <»f  view  clearly  fixed.  The  facts  given  the  reader  regarding 
Jcnatsch's  appearance  leave  much  to  the  imagination,  but  they  are  suffi- 
( irnt  to  show  his  outer  aspect  in  harmony  with  his  character.  As  a  boy 
he  has  a  "breit  ausgepragte  Stirn  und  kraftige  Handgelenke."  Later  we 
hear  of  his  "eiserae"  or  "wuchtige  Faust,"  "starke,"  "kraftige,"  "feste 
Hand/*  his  "eiserne  Stirn,"  "seine  breite  Brust "  and  "athletische  Gestalt;" 
he  is  "t-in  Kriegsmann  von  gewaltiger  Statur  und  hem'schem  Blicke,"  a 
.ferncsgestalt,"  uder  staatliche  Fremde;"  his  shoulder  is  "machtig 
gebaui."  his  face  is  bronzed,  and  his  voice  is  powerful.  "Sein  gewaltiger 
Korperbau  und  sein  feuriges  Antiitz  machten  ihn  noch  immer  zum 
Machtigsten  und  Schonsten  unter  alien."  After  his  return  to  Bunden,  his 
presence  is  recognized  by  the  sight  of  a  "Scharlachkleid"  and  a 
"hochngende  blaue  Hutfeder."' 

Physiognomy.— Physiognomy  plays  its  part  as  a  means  of  character- 
txation.  Hans  has  an  "energische  Stirn,"  a  "breit  vorragende  Stirn," 
"feste  eckige  Zuge,"  and  "funkelnde  Augen."  These,  together  with  his 
"feste  Gestalt"  and  "kriegerische  Haltung,"  show  his  outward  appearance 
to  be  in  harmony  with  his  "Treue"  and  his  reputation  as  a  "  verlaszlicher 
Mann."  Julian,  "der  Unbegabte"  has  "wenig  Stirn."  Stemma,  who 
judges  both  herself  and  others  severely,  has  a  "strengen  Mund."  Angela 
Borgia,  who  differs  from  those  about  her  in  the  possession  of  a  sensitive 
and  the  will  to  live  up  to  its  demands,  is  thus  portrayed : 

JtrgJtmaluk,  p.  115.  •  Ibid.,  p.  141.  *  Ibid.,  p.  325. 

/Krf.,  pp.  14,  41,  no,  173,  256,  209  ff.,  340. 
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m  fcuritfrn  von  fUitrmcirm  Kr 
hrit  uod  auf  dem  ^Hfhff 


lions  of  their  chance  of  fipfMsion  are  my  many,  a  fact  which 
fail  to  stnke  even  the  casual  reader.  Meyer  is  fully  awa 
of  the  eye  as  the  "most  expressive  part  of  the  face"  and  as  "the 
enter  of  thought."'  it  will  >*»  inii^+^ fag  ^  pp^  f  frt  ttntatwlt  thA*f  *  '*** 
eyes,  both  for  the  immediate  purpose  here,  and  to  illustrate  Meyer's  com- 
mand of  language  in  a  definite  point. 

Cflfcr.— As  regards  the  color  of  the  eyes,  they  are:    "groaae  blaue 
Augen,"  "Ma  uldige  Kinderaugen."  "leuchtend  blaue  Auaen." 

"wasserblau,"  and  "vrrklait  bliulkh  ichimmerndcn 
"schnelle  graue  Augen;"  "von  grun  •chillrnxirm  Bh 
voile  braune  Augen,"  "warmen  lichtbraunen  Augm,"  "auflal 


••klugc  dunklc  Augen  bald  we  Km  u  tig,  bald  spottiach, 
geistvoll,"  "dunkeln  mandelformigen,"  "sanft  schwennOtifH 
"glanzend  achwarz  und  sehr  klug,"  "grausame  schwarae  Augm.M  The 
use  of  such  limiting  words  as  "unschuldig,"  "  vertrauensroll,"  "grausam/' 
idc  rue  that  it  was  not  merely  the  color  that  Meyer  thought  it  rath 
while  i.>  tell,  hut  that  he  had  made  a  distinct  •ff^frA«»  between  the 
color  or  appearance  and  the  individuality  which  so  looked  out  upon  the 
world. * 

Don  Giulio.— The  beauty  of  the  eyes  is  the  theme  in  AngtU  Jbrffc. 

The  following  statements  are  applied  to  Don  Giuho's  eyes:  "Die  unver- 

.lu  hen  und  vtrhrti  turischen  Augen;"   "seine  Augen,  die  wirklich  in 

ihn  r  tit  fen  Blaue  unter  dem  edeln  Zuge  der  dunkeln  Brmuen  von  sebeaem 

Zauber  waren;"    "in  den  Born  dieser  wunderbaren  Augen;"    "aus  den 

sanf ten  Augen;"  "Deinenzauberischen  Augen,"  "Ich  hatteGoneraugenr 

Hirrnnelsaugt-n  '  < 

Coligny;   Gustai-us  Adotphus.—lhc  similarity  of  Coligny's  eyes  and 

•  Angela  Borgia,  p 

•  Raymond,  Painting.  Sculpt*,*,  ana  A rr**Ktar» at  K*f  in  iHihi  A *i . ,  N : r«  York. 
|8QS).   p.    167;     quoting    Manieua,   Pkyriagmamy  ami  Exftttiitn.   i|illnaiiiit  la 
Wtmtr's  Magann*,  January  and  February.  1895. 

The  beautiful  >oul  play>  over  the  countenance,  unifying  all  ks  woadrmu  dr- 

menu  into  a  symbol  of  itadf.      It  concentrate*  ksttf  in  the  o» far  wbca  ikt 

•oul  would  act  directly  upon  another  mil.  it  finds  that  other  thro**  I!M 
and  the  other  shows  itself  through  the  same."— tottery,  7ft*  *•**/•!  am*  f** 
(New  York,  1880),  p.  77- 

18,  ai,  aa,  49*  59.  »»*.  »4* 
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Gasparde's  "wunderbar  strahlcndc  blaue  Augen"  is  emphasized  in  Das 
Amulrt.  GusUvus  Adolphus  also  has  beautiful,  though  short-sighted, 
eyes.  The  Utter  fact  is  emphasized  to  account  for  his  failure  to  detect  the 
deodt  of  his  page.  Even  Jenatsch  speaks  of  this  hero  by  a  reference  to 
his  eyes.' 

iMcretia  Borgia.— The  color  of  Lucretia  Borgia's  eyes  was  peculiar 
B laser,  op.  cii.t  p.  119.)     Meyer  has  reproduced  this  quality,  making 
it  agree  with  his  notion  of  her  personality: 

Die  scllcnc  Farbc  ihrrr  hcllen  Augen  (p.  i). 

Kin  hlcifhcr  Blitz  schosz  aus  ihrcn  blaulichcn  Augen  (p.  18). 

Ihr  bleiches  Auge  erstarrtc  zu  eincm  Mcduscnhlick  (p.  27). 

Farblosc  Augen  (p.  46). 

Ihre  blassen  und  doch  feurigen  Augen  schautcn  grosz  und  geisterhaft  unter 
der  Kapuze  hervor  (p.  152). 

Doch  die  groszen  lichten  Augen  starrten  versteinernd,  wie  die  der  Meduse 
(p.  172). 

Die  zartblaucn  Augen  brannten  feurig  (p.  182). 

Sic  startle  den  Richter  mit  bleichen  Augen  an  und  allc  Lieblichkeit  war  von 
ihr  gewichen  (p.  190). 

Henry  II. — Every  mood  of  King  Henry  II  is  visible  in  the  expression 
of  his  eyes. 

Seine  blauen  unbeschatteten  Augen  brannten  wie  zwei  Flammen  (p.  43). 

Mit  listigen  Augen  (p.  51). 

Aus  Icuchtcnden  Augen  (p.  68). 

Seine  lusttrunkenen  Augen  (p.  76). 

Der  Kdnig  zwinkerte  schalkhaft  mit  den  Augen  (p.  126). 

Mit  frrudestrahlcnden  Augen  (p.  131). 

Seine  blauen  Augen  quollen  aus  den  Hohlen  (p.  155). 

Mit  rollcndcn  Augen  (p.  200). 

Warder  Herr  mit  starren,  hervorquellenden  Augen  an  mich  herabgeu 
(p.  221). 

It  is  significant  that  Catherine  de  Medici  awaits  the  signal  for  the 
Massacre  of  St.  Bartholomew  "mit  halbgeschlossenen  Augen."  Compare 
"das  schalkhafte  Licht  der  halbgeschlossenen  Augen"*  of  Gustavus 
Adolphus  and  the  statement  that  Pescara  "schlosz  die  Augen,  wie  um 
chen."J  The  characters  meet  or  avoid  the  reproaches  and 


in  the  glance  of  others.     Pfannenstiel  "beichtete  den  klaren 
braunen  Augen."    Lucretia  Planta's  eyes  "begannen  unternehmend  zu 


p.  12. 

•  C««tetr  AdJji  Page,  p.  295. 
»  Dti  Vernckung  dcs  Pescara,  p.  104. 
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leuch  Thus  micrc*i,  truth,  and 

tdously  in  the  glance  even  of  such  wary  leaden,  and  in  each  caw  to  a 

thoroughly  characteristic  way. 

Exfirestio*.— The  expression  may  be:  "fi  nrin ."  "liuiiu»niV"liiil«iiili 
Fackeln,""sudluh,"  -hrll,"  ••lUminm,!,"  •%iurrlidrfnf»d/i--fOrcliirrffcfct-t 
"trot/!.  ••U-l.hafi."  "ernsthaft,'  -mil.!,-  "kUr,"  •hfanmMtrh." 

•reng  kriiwfh."  '  kaltruhig,"  "unnih  crlo- 

•chen,    ••toll,"  "offene  sticrr  Augen,"  "lachend."  '•ucbrnd,"  ''dunlu*!^ 
bend.  meUncbolisrh,"  " mutw,UiK."  Vnu 

-voil  Kluhcmlcr  Wnnm-,"  -bertUnt,"  "frafcnd,-  "gUubifc."  ••cniaoM.N 
••«-rs,hr.- ;.-•!..••  -liewunciernci."  "unlirtchetdeii."  Mne^b» 
•rilnahm<,v..ll,"  "aufmcrksam."  **ierttbi  und  weit- 
tragcnd,"  "schmcrzlich  Andachtig.M  ••feitlkh."  -lauirr/* 

"««»?."  "voller  Sonne"   (Wonne),  '••onnenhell/*   "jubetod," 
mcriach."   "erglinieoden/'   ''eroberunfcslustix/* 
words  show  the    mental  attitude  of  each  personage,  and  also  Meyer's 
ability  to  represent  the  wide  range  of  conscious  and  qnroiwlmii  exprarion. 

Inner  characterisations:  Typical  HOOKS.— Meyer  does  not  gHe  bit 
characters  typical  names  with  tin-  intent  to  reveal  thereby  their  inner  char- 
acteristics. The  use  of  the  name  of  Diana  in  Die  Hodueit  in  JfJfcdkf  it 
the  only  example  of  such  a  correspondence  between  the  character's  name 
and  personality.  He  does  use  names  symbolically,  like  Gnade  and  Palma 
Novella.*  The  Cardinal's  bandits  in  Angela  Borgia  have  i 
Dante,  whit  h  fittingly  express  their  business  and  inclinations, 
Lasnier,  and  Graciosus  are  compared  with  the  German  forms  of  Veil 
Unkraut,  Eseltreiber,  and  Gnadenreich.  The  author  also  makes  associa- 
tions with  the  names  of  Victoria,*  Lucretia,4  and  Gabriel.1  The  vat 
made  of  the  name  Astorre  is  poetic :  " '  Dein  Name,  Astorre.'  sagte  er 
halb  scherzend,  'schmettert  wie  eine  Tuba  und  ruft  dkh 
gegen  dich  selbst.'  uDer  Mutige  (Ascanio)  begai 

'Astorre,  du  bist  mil  ihr  vermahlt.1    Der  schallvolle  Name  drdhnte  tm 
Echo  des  Gcwolbes  wie  die  Tuba  jenes  Tages."6    By  such 

r  render  his  theme  objective.  The  recalling  of  the  monk  to  the 
sciousness  of  his  weakness  by  using  his  name,  the  resonant  tones  of  which 
had  already  been  commented  upon,  brings  bis  situation  before  the  reader 
in  its  true  light. 

Epithets.— On  the  other  hand,  epithets  are  employed  to  such  an  extent 

'  J*rg  Jmatsck.  p.  MS-  *  *+t  *******  P 

•  Du  RUktfrin.  p.  377.  «  £M»  JKc*lm%  pp.  346. 

3  DM  VirnukmmtdnPiic**  p.  161.        •  />•*  H«k»nl 4a  i/^dU  pfk  u*.  117. 
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that  they  often  seem  to  take  the  place  of  the  characters'  names.  They 
emphasize  some  prominent  trait  of  the  character  or  his  relation  to  other 
characters.  Ezzelin  is  called  "der  Tyrann"  33  times;  VVulfrin  (Riditcrin] 
is  called  "der  Hflfling"  22  times;  Don  Giulio  after  the  loss  of  hi> 
is  most  frequently  called  "der  Blinde."  The  attention  is  so  called  to  his 
condition  55  times. 

Again,  while  the  use  of  the  name  is  not  dropped  and  an  epithet  sub- 
stituted, yet  emphasis  is  often  laid  on  particular  characteristics  of  certain 
individuals.  So,  Mirabelle  (Leiden  eines  Knabcn)  is  l.lau"  and  "kiihl." 
Pew  Amiel  is  "der  Nasige,"  Pere  Tellier  "der  Wolf,"  the  German  Gertrude 
(Plautus  im  N  onncnklostcr)  is  "cine  Barbarin"  to  the  humanist  Poggio. 
Lucretia  Borgia  is  "die  Klugc."  However,  the  epithet  applied  to  a  given 
person  varies  according  to  the  situation.  Jcnatsch  is  "geistesgegenwartig," 
"der  Gotteslfisterer,"  "der  Gereifte  und  Welterfahrene,"  "der  sonst  vor 
nichts  zurtickschreckende,"  "derAbtriinnige,"  "diesen  auf  eine  gefahrliche 
Weise  auszerhalb  aller  Regeln  Fechtenden."1 

Sectional  and  national  traits. — The  portrait  of  Grimani  is  a  signal 
example  of  characterization  by  sectional  traits.  He  has  "den  feinen  Bau 
und  die  ruhige,  geschmeidige  Bewegung  des  vornehmen  Venetianers."  He 
is  "dieser  Meister  der  Verstellungskunst "  and  "undurchdringlich,"  "der 
umsta"ndliche  alte  Herr."  He  has  "des  Venetianers  grausame  Logik," 
" menschenverachtender  Scharfsinn."  When  he  speaks,  we  hear  "die  feine, 
tlber  das  Gewohnliche  mit  Geist  und  Anmut  hinspielende  Unterhaltung."* 
National  traits  appear  in  Serbelloni.  "Die  Haltung  dieses  Edelmannes 
war  aus  italienischer  Urbanitat  und  spanischer  Grandezza  gemischt,  aber 
nicht  zu  pleichen  Teilen,  denn  wenn  der  Herzog  Serbelloni  von  seinem 
beriihmten  Ahn,  dem  Feldherrn  Carls  V.  die  imposante  Adlernase  und  die 
diplomatische  Geschicklichkeit  ererbt  hatte,  so  war  ihm  dessen  elastische 
italienische  Menschenbehandlung  nicht  zu  Teil  geworden.  Seine  Mutter, 
die  einc  Mmdoza  war,  hatte  ihm  mit  ihrem  Blute — neben  dem  rotlichen 
Haar  und  der  hellen  Hautfarbe — einen  Zug  von  spanischer  Hochfahrt  und 
Unnahbarkeit  gegeben,  den  er  zu  verbergen  wuszte,  der  aber  ins  geheim 
sein  ganzes  Wesen  durchdrang."*  Heredity  is  seen  to  be  important  here, 
as  it  is  in  many  other  cases. 

The  Parisians  are  "ein  wildes  und  neidisches  Volk."  The  Duchess 
Rohan  is  a  French  lady  in  her  every  act.  Lucretia  Planta  may  be  dressed 
in  Venetian  fashion,  but  her  mountain  home  is  manifest  in  her  walk.* 

•  Jtrg  Jenalxk,  pp.  ifca,  186,  192,  331,  307. 

•  Ibid.,  pp.  141,  155.  «76,  1*3,  i7»,  '53- 

J  Ibid.,  p.  300.  4  Ibid.,  p.  103. 
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Lucas  has  "Jlgmugcn."    The  refigkws  partis*  arc 

'Ir.i'.vn 

W  Irito.-It  has  already  been 
fession  is  discovered  in  his  ouiwmrd 

tier  and  Mane  hall  Boufflcn  are 
Cessions.    The  latterb  so  absorbed  in  his  duties  that  be 
obligations  to  his  family.    His  wife  is  troubled  by  i bit  and  ha* 
fear  for  her  son's  future.    She  says: 

hat  den  Krieg  im  Kopf,  (fie  Grwum,  die  PcsMpm.  . 
dcr  Mahlzcit  ist  cr  in  seine  Geschlfte  veftieft.  Der  dem  Utalf 
uncntbchriichc  Mann  Usit  ticb  plotslkh  eine  Karte  holm.  WCM 
danach  aufspringt,  oder  ftrgcrt  tich  Uber  intend  eine  vormtaafs  entdickte  Nacft- 
Ussigkdt  seiner  Schrribcr,  denen  man  bei  der  urn  sich  grvifcttdr  MrJilufjsaii- 
hcit  auch  im  hi  das  Gcringrtc  rochr  UbcriaMrn  ciOrfc.  Gent  daa*  diudi  ciaoi 
Zufall  cin  Tisxcben  oder  Scnilchen  enuwd,  verpsxt  sidi  der  Rdsbuv  bis  nsi 
Schclten.  Gewohnlich  sitzt  cr  schwdgend  oder  rinsilbis;  iu  Tbcbr,  mil  ftrwi- 
idler  Slim.1 

Such  a  description  never  occurs  fur  its  own  sake  but  because  the  rUnsnp 
ment  of  the  narrative  is  dependent  on  the  character  so  portrayed.    Julian's 
sufferings  are  due  to  his  father's  absorption  in  his  own  affairs  and  indifference 
to  the  welfare  of  his  son. 

R6lc  to  be  played.— Some  persons  are  characteriaed  from  the  point  of 

view  of  the  r61e  they  are  to  play.    Rohan  b  one  of  those.    He  fails  by  the 

very  goodness  of  his  heart  and  the  nobleness  of  his  mind.    Thus  the  epithets 

"edel"  and  "gut"  are  constantly  applied  to  him.    Indeed,  because  of  the 

prominence  given  i<>  this  idea,  the  last  book  of  Jttrg  Jtmcttrk  is  called 

r  gute  Herzog."    The  word  "edel"  occurs  ai  times;  "gut"  17  tines; 

nm"  and     Miristluh"  are  also  repeated.     His  patient  suffering  to 

shown  in  his  outer  appearance. 

In  diesem  Augcnblickc  zcigte  ihm  der  Hereof  seine  scharf  fsssklMHlSS)  Zip 
im  Profil  und  der  Ausdmck  langgeQb 
Mil.lo,  dcr  auf  dcm  ctwas  gealterten  fristvollen  G< 
schtc.    [Note  the  recurrence  of  similar  sounds.) 
ticft  eingegrabener    Zug  vcrechwicgmcn, 
pcinlich  hcrvortrat,  wcnn  dcr  Herzog  scincn  lautcrn 
scnktc.' 

But  the  duke  does  not  lose  our  sympathy  because  of  his 
Rather,  it  is  the  very  reason  of  his  influence     "  In  Chur  war  er  der  Abffott 

*  Pt*  Lfidtn  eines  Kmcbtm,  p.  188. 
PP 
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alter  Stlnde."1  His  death  awakens  the  deepest  sorrow  in  the  hearts  of  all 
who  knew  him. 

Dramatic  ffaroftcrisalion.—Thc  dramatic  nature  of  the  characterization 
of  one  character  by  another  is  seen  particularly  in  the  fact  that  epithets  so 
applied  differ  from  those  used  by  the  author  himself.  Perhaps  the  best 
illustration  of  this  are  the  names  applied  to  Jenatsch.  Planta  call>  him 
"der  Unhold,"  "cin  nichtswUrdiger  Bube,"  "Euer  gelehrter  Frcun«l, 
der  Blutpfarrer."  Fausch  exclaims  "herrlicher  Jtirg"  and  "mein  Stolz." 
To  Grimani,  he  is  "heuchlerisch,"  "ruchlos,"  "nmkrvoll,"  and 
"ehrsuihtiu."  while  Rohan  asserts  that  he  is  "unbandig  und  ehrlich  wic 
etne  Naturkraft."  In  \\Vrtmiillcr\s  opinion,  he  is  an  ostentatious  adven- 
turer.* Jenatsch  appears  to  Spree  her  "wie  ein  boser  Geist,"  "ein  gesetz- 
und  gewissenloser  Mensch." 

Another  fine  example  of  this  species  of  characterization  is  to  be  found 
in  the  appellations  used  concerning  Morone,  although  all  the  speakers 
hold  him  in  much  the  same  regard.  Sforza  calls  him  "du  unermudli<  her 
Zettler"  and  "du  Strafe  Gottes."  Bourbon  does  not  take  him  seriously, 
but  says,  "  Adieu,  Pantalon,  mon  Ami !"  Even  the  Pope  whispers  to  Victoria 
Colon  na,  "Morone,  Buffone."  Moncada  deprives  him  of  all  honor, 
remarking,  "Dieser  Mensch  ist  ein  Abgrund  von  Liige,  in  welchem  der 
Blick  sich  verliert." 

Psychological. — The  inner  characterization  leaves  less  room  for  the 
imagination  of  the  reader  than  the  description  of  the  outward  appearance, 
for  Meyer  almost  invariably  reveals  the  deep-lying  psychological  forces 
which  govern  the  actions  of  his  characters.  The  figure  of  Jenatsch  illus- 
trates what  Guyau  says,  that  characters  are  not  controlled  by  a  single 
tendency  but  by  many  with  but  one  dominant,  which  is  the  diagonal  of  the 
parallelogram  of  forces.*  So  the  clue  to  Jenatsch 's  character,  as  interpreted 
by  Waser,  is  his  patriotism.  The  fact  that  so  many  of  the  people  in  the 
NavcUen  are  "verschlossene  Menschen"  explains  the  difficulty  of  their 
associates  in  understanding  them.  Planta  discovers  this  quality  in  the 
;.  1  .:.-  \\.IM  r.  tbO,  <;mn«>t  -Jain  his  o.ntHlence. 

Dmnn  wurde  sein  Ausdruck  immcr  ratselhafter,  verschlossener,  und  hartete 
>ich  /ur  Undurchdringlichkeit 

Aber  Waser  crfuhr  weniger  und  minder  Wichtiges,  als  er  erwartete.* 
Even  Victoria  Colonna  finds  Pescara  "undurchdringlich  und  sein  Denken 
und  Glauben  verschlosscn."s  To  these  men  may  be  added  Alphonse  d'Este, 

'  Jurg  Jtmalsck,  p.  199.  4  J&g  Jenatsch,  pp.  19,  54,  57. 

•  Ibid.,  p.  174.  s  Die  Versuchung  <Us  Pescara,  p.  63. 

»  Gurmu,  oj.  a/ ,  p.  122. 
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Julian,  Hans,  Wallenstein.  Uoncaoa,  Dante,  and  evea  an 
character  like  BUuling  in  D*r  Sckmn  tw  sW  £«•***. 

Mental  trails.— Bui  these  characters  are  not 
they  have  unusual  powers  of  observation  and  of 
experiences.    Their  mental  powers  are  the  secret  of  their 
Observe  Guicdardin's  description  of  Pescarm 

Zuerst  mussen  wir  uns  fragen:   wer  in  Peacara?    Ich  wfi  ss 
ein  aentaier  Rechner,  der  die  Mftglirhkffcsa 
der  die  Dinge  unter  ihrem  wahren  Wert  und  ihrr  reals  Macht  m 
die  Gewohnheit  hat.' 

And  Morone  says:  "Dieser  Pescarm  bt  das  RUsd  der  Sphir 
Becket  is  "der  sonst  nach  alien  Seiten  UmbUckeode  und  das 
Dinge  Belauschende."*    Heir  Burkhard  recogniies  in  Hans 
und  menschenkundtgen,  auch  wettgewanderten  Mann  K  hnett 
Jenatsch  has  "Scharfsinn"  and  is  "der  dem  Cardinal  (Rkbelieu]  an 
Berechnung  glekhstebende  Bundner    <      Frau  Stcmma  enjoys  a 
reputation  among  the  mountaineers  over  whom  she  exerts  her  sway. 

Frau  Stomma  liebt  das  Richtschwert  und  befasst  skh 
venrickelten  Fftllen.    Sie  hat  einen  grosxen  and  stets 
Aus  wontgon  Punkten  errit  sie  den  Umrisz  einer  Tat  und  ihrr 
enthullen  das  Verborgene.     Nicht  dasz  auf  ihrrm  Gebiet  kein  Vi 
gen  wQrde,  aber  gtleugnet  wird  koines,  denn  der  Schuldtge  glaubt  sie 
und  fuhlt  sich  von  ihr  durchschaut.      Ihr  Blick  dnngt  durch  Schutt  und 
und  das  Vergrabene  ist  nicht  sichor  vor  ihr.     Sie  hat  skh  data 
dasz  fernher  durch  Briefc  und  Boten  ihr  Weistum  gesucht  wird  • 

But  in  each  of  these  cases,  with  the  eiceptioe  of  Pescarm,  there  is  ma 
inherent  weakness  in  the  character,  a  failure  to  act  or  to  bold  out  at  a  crisis, 
which  is  the  cause  of  the  final  surrender. 

Parenthetical  phrases.— By  far  the  largest  part  of  the 
takes  the  form  of  parenthetical  phrases,  somewhat  analogous  to  an 
to  the  reader.    How  much  we  learn  of  Henry  II  from 
of  Hans: 

.var  im  geroeinen  Wesen  ein  gerechirr  Mann  (p.  ioa). 
Denn  er  war  ein  Freund  der  Ordnung  und  der  Gercchttjbfc  (p.  iso). 
Denn  Hcrr  Mcinrich  hatte  ein  weicbes  Hen  (p.  135). 
Der  kein  feines  Ohr  besmas  und  deshalb  die 

hmttc  (p.  137). 


p,  34.  *         ,  p.  4. 

.,  p.  ai8.  -T  *******  \ 

J  D*  Hriligt.  p.  8t.  •  />»»  HkA*rw,  p,  a**. 
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Stemma  thus  speaks  of  herself:  "denn  ich  bin  eine  genaue  Frau."  . 

•in  cine  kirchlichc  Frau.  Was  ich  tuc,tue  ich  gross."1  Meyerdoesnot 
enter  into  analyses  of  his  characters  but  shows  them  in  action.  Where  an 
explanation  is  Decenary,  it  is  condensed  into  the  parenthetical  form,  thus 
retaining  the  dramatic  effect  of  the  whole. 

Pantomime  and  gesticulation. — Pantomime  and  gesticulation1  are  used 
to  reveal  the  inner  mental  states.  Gertrude  shows  her  desire  to  be  freed 
from  keeping  her  vow,  and  her  feeling  of  being  forced  into  the  narrow  limits 
of  a  monastic  cell:  "Und  sie  machte  eine  Geberde,  als  risse  oderwickrlu- 
sic  stch  eine  Schlange  vom  Leibe  los."a  Note  the  desire  of  possession  in 
Krachhalder's  gesture:  "Der  Krachhalder  war  wahrend  dieser  Mitteilung 
luszerlkrh  ruhig  geblieben,  nur  die  Nasenfliigel  in  dem  ubrigens  gelas-m.-n 
Geskhte  zitterten  ein  wenig  und  seine  Fingerspitzen  hatten  sich  um  ein 
Kleines  einwarts  gebogen,  als  wolle  er  das  Geschenk  festhalten."3 
Knowing  the  changeableness  of  Wcrtmiiller's  mood,  we  sympathize 
with  the  villager's  desire  to  make  sure  of  the  bequest.  The  significance 
of  a  probably  unconscious  expression  of  St.  Simon,  the  self-appointed 
c  ritic  of  the  court  of  Louis  XIV,  is  seen  in  the  following:  "Das  Zucken  i-iiu-s 
Paares  hochmUtiger  Brauen  verriet  mir,  wer  ihn  (den  Beinamen)  dem 
Knaben  beschert  hatte."4  The  honest  Hans  does  not  feel  entirely  free  from 
blame  as  regards  his  relations  with  Becket,  and  shows  it  in  his  attitude 
when  beginning  his  story.  "Hans  der  Armbruster  faltete  mechanise  h 
die  starken,  alien  Hande,  als  hatten  auch  sie  mit  dieser  Schaufel  gegraben."' 
fnttanrrt  of  connecting  characteristic  traits  with  certain  individuals  are 
also  to  be  observed.  Ezzelin  "wiihlte — seine  Lieblingsgeberde — mit  den 
gespreizten  Fingern  der  Rechten  in  dem  Gewelle  seines  Bartes."6  Momne 
"schiebt  den  Leib  auf  eine  gewisse  Weise,  die  sich  schwer  verleugnen  laszt."7 
Hans  describes  the  laugh  of  Prince  John:  "  Wie  er  lachte!  Ich  habe  Tag 
mcines  Lcbens,  auch  in  Schenken  und  auf  Markten,  nicht  gemeiner  lachen 
bdren."  Henry  II's  love  of  justice  is  evidenced  by  his  gesture  on  hearing  a 
tale  of  wrong.  "  Mein  Heir  und  Konig  ballte  seine  auf  der  Lehne  des  Stuhles 
liegende  Hand."8  These  statements  are  all  in  keeping  with  Meyer's 
concentration,  saying  as  much  as  possible  in  the  fewest  words. 

The  most  striking  delineation  of  expression  is  surely  that  of  Jenatsch's 
lace  on  three  different  occasions:  after  Lucia's  death,  when  Wertmuller 
tells  of  Lucretia's  danger  in  Milan,  and  again,  after  Jenatsch  has  performed 
great  services  for  his  country,  but  with  a  price  known  only  to  himself. 

•  Die  Ricklerin,  pp.  331,  333.  $  Der  Heilige,  p.  62. 

•  PUt*t*s  im  NonnenUosler,  p.  356.          *  Die  Hockteit  des  Mdnchs,  p.  32. 

•  Der  Scktut  von  der  Kantd,  p.  208.         ?  Die  Versuchung  des  Pescara,  p.  83. 
«  D*  Leiden  times  Knaben,  p.  179.  •  Der  Heitige,  pp.  61,  128. 
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Waaer  konnte  trou  der  Geiahr 
disiem  Nachthdde  sprachloscii  Gi 

Da»braune  Antliudea  in  drr  *«—•-•  "iiilfTlpilfiilin.  In  n  \m  I  •  jfi 
Tages  immer  bclebt  und  hewegt 
rungrn  einet  feurigen  Tempcramcntr*  und 
auseratorben  und  erkaJtet  zu  raetcllener  Ham 
hin  auf  die  dammernd  geroteten  Wdlrn  und  enchien  fmndanig  iniiiju  mA 
drohend  in  seiner  Entamin^ 

Waser  konnte  seinen  BUck  von  der  Encheinung  dea  Jt 
verwenden      Kr  hing  wie  gehannt  an 


Angestchts.    Auf  den  groam  ZQftn  lag  gldchgoliigrr  Trots,  der 
un.l  Hdlle,  nach  Tod  und  Gcridit  nichu  mchr  fragtr 
Qber  den  errrichten  Triumph  hinweg— wdches  uobekau 
Und  wieder  Uuchte  dem  Bufgenneister  cine  aJie  Krinncrung  au( 
Berbenn.    Er  aah  jUrgf  die  schdne  Leiche  in  den  Arroen,  mil  fcntm  M»  Ghrt 
.ilte  gemiachten  Ausdrucke,  den  er  nk  bane  vrrgMMa  ktean.1 


Jiirg  himself  b  conscious  of  not  having  attained  the  height  of 

possible  to  human  experience  and  of  being  constantly  driven  away  from  this 

go.1. 

Use  of  comparisons. — Often  the  characterization  b  made  more  vivid 
by  a  comparison,  either  a  metaphor  or  a  simile.  Palma  Novella  b  called 
"diese  behende  Gems,"'  and  the  reader  sees  her  as  a  fearless  mountain  girl, 
full  of  life  and  sure  in  her  movements.  Jenatsch  has  a  "  Holofernesgestalt. 
and  conducts  himself  "  wie  ein  aussch weifender  Nero. "«  Of  Coligny.  who 
tried  to  lead  hb  people  safely  amidst  present  dangers  and  to  lay  plans  for  the 
future,  we  are  told  "  Er  schaute  wie  ein  Richter  in  Israel."'  Hani  describes 
the  knightly  IWkjjjm  "ftirstlirh  «n»  if Aijfg  S^Umrt  "^  Pu««ibJy  the  most 
telling  are  those  comparisons  applied  to  Wertmuller.  He  b 
sel  die  keiner  unbestochen  beruhrt."'  He  "schien,  wie  ein 
Sperling  seinen  Kaub,  eine  These  gegen  alle 
jugemllichen  Genossen  zu  verfechten."1  Jenatsch  heeds  not  hb  audacious 

irks,  "wie  die  grosze  Dogge,  die  in  ihrer  Hutte  liegt, 
mit    k-isem    Knurren  die   Ncckcrei    eines   unt 

Klaffers  ertragt,  der  als  Ubcrlastiger  Cast  zu  ihr  hineingekrwhen  bt/*» 
Each  comparison  used  makes  the  figure  stand  forth  in  relief  against  the 
general  background  of  the  story.  It  b  one  of  the  author's  methods  of 
gaining  pi. 

«  J**g  Jenatxh,  pp.  80,  139.  331.  *  Dw  HfMjfH,  p.  J*. 

•  Di*  RickUnm,  p.  347.  »  Ow  Stimn  ».  4.  K*m±  p.  1 14- 

3  J*rg  JnMfec*,  p.  256.  •  /«rf  /MferA,  p 

4  Ibid.,  p.  3*9.  •  /»**.  p.  133. 
s  Das  Amukt,  p.  38. 
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RtUtion  to  action:  Moral  unity.— Meyer's  experience  and  philosophy 
of  life  would  not  permit  him  to  overlook  the  necessity  of  giving  his  charac- 
ters moral  unity.  This  is  discoverable  in  the  action  Although  we  feel 
the  charm  of  Jenatsch's  personality,  yet  we  acknowledge  the  inevitableness 
of  his  death.  He  has  overstepped  all  bounds.  On  the  other  hand,  the 
sudden  changing  of  his  mood  and  his  violence  are  accountable  for  all  his 
unusual  acts.  There  is  no  poetic  necessity.  The  course  of  his  develop- 
ment is  entirely  in  harmony  with  the  outcome.  His  death  is  felt  to  be  so 
just  a  punishment  that  no  effort  is  made  to  find  the  murderers. 

Starting- point  of  action. — The  action  springs  from  the  characters,  as 
has  been  said.  Some  find  the  fact  of  Lucretia's  killing  Jcnatsch  incredible. 
But  this,  too,  is  in  keeping  with  her  character  as  Meyer  has  drawn  it.  Her 
father  has  been  murdered  by  the  man  she  loves.  Piety  demands  vengeance. 
HIT  lountrymen  expect  her  to  execute  this.  But  her  country  needs  a 
powerful  leader,  who  is  to  be  found  in  Jcnatsch  alone.  Lucretia  belongs 
to  a  family  prominent  in  the  affairs  of  the  country;  she  has  also  seen 
something  of  other  countries  and  has  experience  enough  to  know  the  value 
of  Jenatsch's  life  to  Biinden,  and  she  spares  his  life.  Now  she  begins  to 
feel  a  bond  of  union  existing  between  them.  She  listens  to  his  request  to 
go  as  his  messenger  to  the  foreign  power.  This  completes  the  link  between 
her  fate  and  his.  Although  she  still  loves  him,  she  may  not  marry  him.  His 
life  is  threatened  by  others  who  are  inferior  and  cowards.  He  belongs  to 
her  alone,  and  she,  with  her  understanding  of  the  situation  and  her  native 
courage,  saves  him  from  the  humiliation  of  meeting  death  at  their 
hands.  Thus  even  this  act  does  not  seem  to  be  a  case  of  poetic  necessity. 

Introduction  of  characters:  Prepared. — In  the  majority  of  instances 
the  first  appearance  of  the  chief  character  is  prepared  for  by  the 
dialogue  between  other  characters.  This  is  the  case  in  Jiirg  Jenatsch. 
Jiirg  makes  his  appearance  somewhat  after  the  manner  in  which 
the  principal  character  of  a  drama  comes  on  to  the  stage.  We  have 
beard  from  Planta  of  his  violent  deeds,  and  overhear  with  Waser  the 
plans  against  his  life.  We  discover  him  sharpening  his  sword  and  singing  a 
war-song.  However,  his  bearing  at  first  is  calm  and  peaceful,  as  we  see 
him  in  his  domestic  relations.  Only  gradually  does  his  headstrong  dis- 
poation  manifest  itself.  When  it  does,  we  are  not  unduly  surprised  because 
this  has  been  the  keynote  struck  in  all  previous  mention  of  him.  We  watch 
the  development  of  this  trait  through  the  influence  of  untoward  circumstances 
as  it  supersedes  his  gentler  impulses.  The  same  preparation  is  found  in 
Dcr  Heilige.  Becket's  reputation  has  been  painted  in  glowing  colors 
before  Hans  finally  allows  us  to  see  him  on  horseback  in  the  midst  of  his 


<  H AttACTKtlZATION 


rriin  .  ^  thought  by  the  people  to 

and  there  is  always  the  feeling  of  •L^fmo  and  mpsfimity  evidestf  to  BBS 
bearing.  The  conspirators  in  Dig  Ytruukmg  in  P<M*T*  entertain  sfcrissr 
thoughts  about  Pescara  Dun  Giulio's  appearance  in  Amgd*  B~gn  and 
Angela's  altitude  toward  him  arc  likewise  prepared  for  in  Ferns* 
recital  of  his  brother's  history  and  in  Angela's  Mlgfftfftm  at 
Caesar  Borgia's  recommendation  of  Giulio  to  her.  Stress  is  laid  00  the 
fact  that  it  is  (Julio's  beautiful  eyes  that  are  his  misfurtus*. 

Other  characters  are  introduced  with  the  utmost  simplicity,  as  is 
on  the  occasion  of  Jenatsch's  first  meeting  with  him.    He  is  not 
at  all.    In  fact,  the  details  given  concerning  Rohan's 
the  novel  are  exceedingly  few.     He  thus  becomes  a 


Jenatsch,  never  beini:  introduced  with  a  view  to  the  effect  his 
will  cause. 

5vw^o/iV.— Occasionally  a  symbolic  significance  is  given  to  the 
i«  >n  of  a  character,  as  in  Angela  Borgia.  Don  Ferrante 
about  the  peculiarities  of  his  brothers.  He  applies  the  name  of  "GcJnr" 
to  the  Cardinal.1  \Ve  first  see  the  Cardinal  under  the  following  iJnum 
stances:  "Kin  schreiender  Raubvogel  erhob  skb  aus  dem  Walde  und 
kreiste  Uber  den  Wiesen.  Zugleich  rauschte  es  im  Gebusr  h.  und  etn  hagerer, 
in  Purpur  gekleideter  Mann  trat  auf  Angela  su."'  The  word  "GeierM  is 
used  in  two  other  places  with  reference  to  the  Cardinal.1 

harmony  with  the  presentation  of  the  Cardinal's 
the  book.    He  threatens  the  happiness  of  Angela,  tries  to  gain 
for  his  own  passion  by  an  inhuman  act  toward  his  brother, 
and  wary  in  the  conduct  of  political  intrigue. 

Abrupt.— On  the  contrary,  Jenatsch's  presence  is  revealed  to  others  dur- 
ing the  course  of  the  story  in  an  abrupt  and  somewhat  sensational  way.  They 
see  his  towering  figure  or  hear  his  resonant  voice,  neither  of  which 
istks  is  shared  by  any  other  personage  in  the  book.  This 
unusualness  of  his  omdiu  t.  The  man  who  tramples  all 
honor  and  diplomacy  under  his  feet  and  is  possessed  by  one  idea  solely, 
must  appear  sensational  and  romantic  to  his  fellows.  Kzxdin,  the  tyrant, 
approaches  unseen  and  unheard.  It  is  his  pleasure  to  surprise  his  subjects 
in  conversation  about  himself  and  his  government  He  thus 
in  suppressing  criticism  and  the  expression  of  popular 
is  often  seen  on  ho 


the 
of 
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He  is  a  fatalist,  whereas  astrology  has  no  meaning  to  Jenatsch,  who  will 
move  heaven  and  earth  to  gain  the  accomplishment  of  his  desires. 

Contrast  of  characters. — The  most  effective  method  of  characteriza- 
tion is  by  foiling.  In  Jurg  Jenatsch  various  pairs  of  contra-tin.: 
figures  are  to  be  observed:  Waser  and  Blasius  Alexander,  Lucia  and 
Lucrctia.  Rohan  and  Jenatsch.  \\Yrtrmillrr  and  Jenatsch,  Rohan 
and  Grimani,  Blasius  Alexander  and  Fausch,  Jenatsch  and  Rudolph 
Planta.  Waser  and  Pancraz.  Each  one  gains  individuality  by  this 
contrast.  Jenatsch  is  a  clever  military  leader  like  Rohan,  but  he 
lacks  the  latter's  self-control.  He  is  devoted  to  the  duke,  like  Wertmuller, 
but  lacks  the  latter's  faithfulness.  He  is  not  a  coward  like  Rudolph  Planta, 
though  the  usual  interpretation  of  his  acts  makes  him  Rudolph's  equal. 

In  riautus  im  N onnenkloster  the  figure  of  Gertrude  is  imposing  and 
convincing  beside  that  of  the  hypocritical  abbess.  The  climax  of  Gustav 
Adolf s  Page  is  the  scene  between  Corinna  and  Auguste,  where  the  moral 
condition  of  the  two  women  is  shown  to  be  so  different.  Julian  in  Die 
Leiden  eines  Knaben  becomes  a  more  pathetic  figure  because  of  the  contrast 
between  his  lot  and  abilities  and  those  of  his  friends  Victor  and  Guntram. 
The  comments  of  Fagon  and  of  Louis  XIV  show  the  absolute  disparity  in 
their  relative  points  of  view.  We  feel  far  more  sympathy  with  Antiope 
(Die  Hochieit  des  Mttnchs)  because  she  is  the  rival  of  the  cold  and  some- 
what bitter  Diana.  And  yet  the  scales  are  so  nicely  balanced  that  Diana 
wins  the  reader's  support  of  her  claims  on  the  ground  of  her  successive 
misfortunes  and  her  disadvantage  in  contending  with  a  woman  like  Antiope. 
Thus  does  Dante  avoid  offense  to  either  of  his  listeners,  Diana  or  Antiope. 

Angela  and  Lucretia  Borgia. — The  most  conspicuous  contrast  of  female 
figures,  however,  is  that  of  Angela  and  Lucretia  Borgia.  The  Novelle, 
Angela  Borgia,  opens  with  the  entry  of  Lucretia  Borgia  into  Ferrara  as  the 
bride  of  Alphonse  d'Este.  On  this  occasion  she  excites  the  admiration  of 
the  stern  young  jurist,  Hercules  Strozzi.  He  is  warned  by  Alphonse  of  the 
danger  of  yielding  to  Lucretia's  influence.  Nevertheless,  he  goes  to  the  aid 
of  Caesar  Borgia.  Returning  after  the  latter's  death,  he  is  urged  by 
Lucretia  to  flee,  but  he  refuses.  Angela  hears  the  cry  which  tells  of  his 
death  at  the  hands  of  the  duke's  servant.  At  the  same  time  she  learns 
that  Giulio  d'Este,  whose  loss  of  sight  and  imprisonment  have  already 
been  mentioned,1  is  confined  in  a  near-by  tower.  Wishing  to  offer  and 
receive  sympathy,  Angela  is  astonished  to  find  Lucretia  peacefully  sleeping. 
Angela  is  secretly  married  to  Giulio  by  his  confessor,  and,  the  prince  is 
finally  set  free  through  the  intercession  of  the  conscience-stricken  Cardinal. 

<  Sec  above,  p.  & 


CHAlACTEttZATlON 

Throughout  the  story  Lucretia  is  Mdie  Klu> 
i .:...  -i :-  .trr  nr|fT  nf  hrr  f mjflin||||  B|  1Brt  Billdh|    Angela's 

rests  upon  a  certain  innate  fearless  purity  as  hs  keynote  Bu<h  a*  charm- 
ing.  Lucretia  exerts  a  most  indescribable  influence  upon  those  about  her 
just  as  her  father  did  before  her.  Angela  we  know  to  have  charm,  lor  mi 
see  its  effect  upon  the  Cardinal.  nwHrntd  by  hla  passion,  ami  upon  Gmtto, 
converted  by  her  reproaches  and  her  sorrow  for  her  own  gufe  to  a  more 
temperate  manner  She  is  upright,  sensithe,  earnest,  proud  to  the 

best  sense  of  the  word.     Lucretia't  motto  is:  "both  and  hoher  su 
und  dun  h  verborgene  Klugheit  das  Leben  xu  behemchr 

While  Angela  becomes  the  innocent  cause  of  another's  cri 
just  as  involuntarily  becomes  the  tool  of  others.  She  has  not  the 
to  resist  Caesar's  influence  nor  does  she  realize  the 
to  follow.  Her  attitude  is  revealed  in  her  interpretation  of  the 
Tullia's  a.  t.'  With  coolness  and  deliberation  she  sends  to  his  death  the 
man  she  has  ruined.  And  knowing  that  she  baa 
theless  retire  to  peaceful  slum  t  ,<-r  Angela,  who  would  fain  tell  her  < 
her  own  secret,  finds  her  smiling  in  hi -r  dreams.  The  girl  recogniaes  the 
difference  between  them:  "Wie  bin  ich  eine  anderef"'  are  her  words. 
Grieving  for  years  because  she  has  uttered  a  single  iinrnemVhiinl  word, 
Angela  would  even  brave  the  discomforts  of  imprisonment  to  share  and 
lighten  the  lot  <>f  him  whose  suffering  she  has  thus  caused. 

Betket  and  Henry  //.—The  most  artistic  conn 


of  Becket  and  H.-nry  llinDer  HeUige.    This  is  largely  developed  by 
of  symbolism. 


wisdom.  He  is  often  shown  us  as  a  knight  on  his  Arabian 
I  *ri  iu  i  1  1  m  r\  compares  to  him  this  fine  animal  in  contrast  to  bit  father  whose 
lower  instincts  are  more  prominent.  Only  once  b  a 
applied  to  the  king,  and  that  very  indirectly:  "den 
den  Ldwenkopf  des  Kinen,  <lic  feine  GUedmasaen  dea  Andern  In 
Meyer's  exposition  of  the  motivation  ol  this  book,  he  uses  the 
"Lowe  und  Schlangc."-  v^f  wfarf  ^""«»''y^^^'^k^ 

jiiiilitffii  irf  rtrrnrth  ftnr^  poi**r  **  "TP"*^  tn  >>M>  >*^^'a>  fg*m~  $ 

ket.    The^cJttJicdlojJa  compared  taAJ 
giten^  t  wo  interj)rcLaliun6,  as  (be 

t  a  of  Becket  's  enigmatical  character. 

clhaft^zwdSutig,"  and  "doppefe  TbisooMM  ol  spiritual 

and  physical  qualities  may  also  be  noticed  in  the  figures  of  Rohan  and 
Jenatsch. 


p-  a  33.  *     •,  p.  *oa 

«Swbdovf  p,  31. 
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The  conflict  bctweco  the  king  and  his  an  hl>i^i«;>  «  »ini  ides  to  a  certain 
extent  with  that  between  Saxon  and  Norman.  He.  k<  t  i-  the  only  Saxon 
in  power.  As  a  diplomat,  he  would  not  have  the  Saxons  oppressed  too 
severely.  He  would  evade  the  appointment  t.>  the  primacy  through  his 
lack  of  affiliation  with  cither  party.  The  king  feels  he  has  favored  Becket 
in  opposition  to  both  parties.  Tracy  says,  the  king  has  made  him  (Becket) 
from  a  Saxon  into  a  man.  On  becoming  primate,  Becket  at  once  sides  with 
the  weaker  Saxons,  and  is  willing  to  forgive  the  king  for  the  sake  of  the 
Stxom  It  is  the  suspicions  of  the  Normans  that  make  it  impossible 
for  the  king  to  yield.  Finally,  Becket  dies  for  the  Saxons  and  works 
miracles  among  th< 

We  may  note  further  contrasts,  not  symbolic,  between  the  king  and 
Becket,  such  as  their  feelings  with  regard  to  executions,  their  manner  of 
receiving  bad  news,  and  of  meeting  their  fate.  Bccket's  power  continually 
increases,  while  that  of  the  king  is  gradually  broken. 

Grouping. — Grouping,  too,  may  serve  to  emphasize  previous  impress!*  m 
of  a  character.  Jenatsch  may  risk  his  life  and  reputation  for  Bimden, 
but  we  feel  his  alliance  with  the  people  most  definitely  when  we  see  him 
in  close  touch  with  them,  joking  with  them,  advising  them,  and 
sacrificing  his  wealth  for  them.  Again,  in  order  that  our  idea  of  Gustavus 
Adolphus  may  not  be  too  incomplete,  it  is  necessary  that  we  see  him  in  his 
dealings  with  the  German  nobles. 

Self-revelation  of  tlie  characters  through  speech  and  acts. — The  persons 
also  reveal  their  characteristics  both  by  their  words  and  acts.  An 
instance  of  this  revelation  of  personality  through  speech  is  to  be  found 
in  (irimani's  opinion  of  Jiirg  Jenatsch.1  The  wary,  intriguing  Venetian, 
who  mistrusts  everyone,  is  cleverly  drawn.  Becket's  power  of  winning 
all  hearts  is  exemplified  in  his  remark  to  Hans  when  examining  the  bow 
made  by  the  latter:  "Ich  Hebe  das  Denken  und  die  Kunst  und  mag  es 
leiden,  wenn  der  Verstand  ttber  die  Faust  den  Sieg  davon  tnigt  und  der 
Schwachere  den  Starkeren  aus  der  Feme  trifft  und  uberwindet."'  Observe, 
too,  the  forecast  in  this  remark. 

Jenatsch's  freedom  from  all  littleness  of  mind  is  manifested  in  his  advice 
to  Lucretia  to  keep  Lucas  with  her  as  a  protector.  He  knows  that  Lucas 
regards  him  with  bitter  hatred,  yet  he  says:  "Diesen  grauen  Baren  vcrgisz 
mir  nicht  auf  die  Fahrt  mitzunehnem,  seine  Treue  ist  alt  und  seine  Tatzen 
sind  noch  gefahrlich."*  On  the  other  hand,  he  expresses  positive  admira- 
tion for  great  characters,  as  for  Gustavus  Adolphus.* 

«  Cf.  J*rg  Jenalick,  pp.  161  ff.,  167  ff.         3  Jurg  Jenatsch,  p.  247. 
•  Der  Heilige,  p.  44.  4  Ibid.,  p.  128. 
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Germane1*  lack  of  tact  and  of  aaVctioa  are  •T^ftfttlrf  to  hit 
of  Aotiope:   "oboe  Vater  wk  du  Mat  uod  bd  eJner  sokhrti 
Certain  characters  are  also  known  by  their  oat  of  a  peculiar 
The  schemer  \Vrrtmullrr  in  Dtr  Scktu*  tv*  **• 
ings  into  bis  exclamation  of  "La.  la 
Page,  on  the  other  hand,  really  thows  the 
lie  remarks  on  all  occasions  nkh! 

>hail  also  find  a  relation  existing 
attributes  of  the  characters  and  the  figv 
tion  of  an  ironical  attitude.    Thus,  the  comparison*  used  by  Ham  are  all 
more  or  less  homely,  being  drawn  from  his  flf^nqmtHt  or  the 
objects  with  which  he  is  chiefly  busied, 
Saracen  blood  and  training,  demand  a  c 


gorical  expression.    Standing  as  be  does  for  mental  power,  be  often 
ironical  and  sarcastic.    On  the  other  hand,  Haas 
mcnts  on  life  and  is  fond  of  using  proverbs. 

\\  .iscr  is  characterized  by  what  he  does.  His 
shown  even  at  the  moment  of  escape  from  tl 
Waser  aber  klopfte  den  Staub  des  Handgemenges  atts  seiaea  Kleidern  uad 
xog  Manschettm  und  Halskrause  zun,  hi.  IfaffcntrugP  aagst  er. 
Geschafte  mit  Sorgfalt  obliegcnd."«  His  precision  and  p*'***«Hf"f 
in  his  attention  to  the  remarks  of  the  caretaker  at  St.  Mark's  about  the 
painting,  in  his  offering  his  tip  carefully  wrapped  in  paper, 
vation  of  the  schoolmaster's  thesis,  which  had  been  trratrd 
ously.s  In  fact,  the  treatment  <>f  NYaser's  portrait  verges  on  the  humorous. 

The  use  of  a  single  act  as  peculiar  to  a  character  b  shown  in  rrpnsfnlis^ 
Ezzelin  as  having  a  fancy  for  closing  the  eyes  of  the  dead,  the  thought  caus- 
ing the  shudder  associated  with  the  mention  of  the  tyrant's  name.    This 
was  probably  suggested  to  Meyer  by  Baron  Rkxasoli's  foadaess  for  ilUad 
mg  funerals.6 

Interplay  of  character.— NotjM_fihttMBltt  stands  forth  ajoaj>;  there 
(  fafffo^fcny  an/1  •uMp^ti^^    The  pictures 


kef  in  «y»paihf- and  of  tha 
in  hostility  are  vividly  drawn.     Here  we  have  a  true  case  of 

*'t  o€t9Tfid^_diAjGft/ctd^s  •      •  ocrp  LS  Dot  ft  r^rtw  oomi  01  f  r 

*  DM  Ho€kMtH  d*s  Utntks.  p.  1*0, 

•  D«r  Sfh*s*  v.  d.  Kam»t^  pp.  161.  171,  too,  101. 
J  G«Jtev  X^of/i  Paf^  pp.  »S4.  549- 

«  J*rg  Jtmatxk,  p.  50.  *  /M..  pp.  1 18,  115,  164. 

•Cf.  Frey,  ^.  ril.,  p.  t>8. 
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existing  between  Bcckct  and  the  king.  The  difference  in  the  ideals 
of  the  two  men  is  too  great  for  that,  Docket's  tastes  are  more  refined 
and  Henry  en joyf  everything  that  shows  his  power  and  is  too  impatient  to 
use  the  diplomatic  methods  of  his  chancellor.  Becket  is  useful  to  him; 
therefore  he  overestimates  his  affection  toward  this  one  of  his  subjects 
Yet  his  chancellor  or  his  primate  is  merely  chief  among  his  subjects  and  is 
not  to  oppose  any  measure  of  the  king's.  On  the  other  hand,  while  Becket 
works  for  the  king,  he  does  not  give  the  latter  his  confidence.  His  faithful 
performance  of  duty  is  returned  by  faithlessness.  He,  the  man  with  the 
brilliant  mind,  recognizes  now  clearly  the  breach  that  exists  between  them. 
They  have  but  been  deceiving  themselves.  Becket  fascinates  all  that  come 
in  contact  with  him,  Hans,  the  princes,  and  the  Saxons:  it  is  the  influence 
of  a  strong  character  which  inspired  so  great  faith,  that,  even  after  his  death, 
be  was  credited  with  working  miracles,  and  canonized. 

Object  ire  presentation  versus  comment  or  analysis. — Wertm tiller  is 
hostile  to  Jenatsch  from  the  first.  He  expresses  this  in  his  letter 
to  his  cousin  in  Milan,  at  the  same  time  giving  an  insight  into  his  own 
character,  and  ridiculing  the  sentimental  duchess.1  Two  others  fail  to 
yield  to  Jenatsch's  magnetism,  Planta  and  Grimani.  Among  the  people, 
on  the  contrary,  his  fame  "wurde  zur  Legende."  He  is  "die  schwer 
glaubliche  Sage  der  friiheren  Volkskampfe."'  "  Auf  den  larmenden  Zunft- 
stuben  der  Handwerker  gait  damals  Jiirg  Jenatsch  als  ein  volkstumlicher 
Held,  in  den  landesvaterlichen  diplomatisch  gefarbten  Kreisen  als  ein 
gewissen loser,  blutbefleckter  Abenteurer."3  He  wins  Rohan's  unbounded 
confidence,  and  we  see  him  later  "den  nutzlichsten  Ratgeber  des  Herzogs 
urid  den  Liebling  des  Vojkes."4 

A  glance  over  the  material  presented  reveals  the  use  that  Meyer  has 
made  of  all  the  means  of  characterization  known  to  novelists.  It  will  also 
be  discovered  how  very  little  of  this  material  could  be  classified  as  comment 
or  analysis.  But  one  division,  that  of  parenthetical  phrases,  is  of  this 
nature.  Meyer  presents  his  characters  in  action.  He  does  not  tell  us 
Jenatsch's  soul  struggles,  just  how  the  latter  brought  himself  to  betray  his 
leader  and  to  change  his  faith.  Meyer  does  not  dissect  the  personality  of 
Becket  and  name  the  elements  of  which  it  is  composed.  But  we  follow 
Becket's  devoted  service  to  his  master,  and  perceive  the  tenacity  of  his 
nature,  that  he  is  unable  to  forget  and  forgive  an  injury.  We  see  him 
act  on  the  promptings  of  inexplicable  impulses,  and  so  appreciate  the  mystery 
of  his  nature,  which  was  even  greater  in  reality. 

•  Jtrg  Jrmalxk,  p.  174.  j  Ibid.,  p.  126. 

•  Ibid.,  p.  197.  4  Ibid.,  p.  252. 


•  iMt  v  a  nun  i 

Pescara  acts.    Knowing  that  bis  daub  cannot  be 
makes  necessary  arrangement*,  but  the  reader  it  not  gjhrea 
his  heart  nor  into  that  of  his  wife  when  she  has  learned  the  truth. 

This  does  not  mean  that  Meyer's  characters  are  cold  and 
On  the  contrary,  there  is  not  one  that 
reproduce  something  of  the  author's  own  eiperience.    All  show  a 
moral  standpoint  gained  through  struggle.    But  Meyer 
present  his  story  so  that  the  reader  may  draw  bis 


may  experience  the  tragic  katharsb  as  be  would  from  a  drama,  as  each 
character  is  in  his  own  way  an  fipttssioo  of  the  central  idea.  Meyer  does 
not  voice  his  own  conflicts  and  desires  in  order  to  gain  sympathy  for 
but  it  is  in  each  case  the  individual  character  for  whom  be 
interest.  All  the  details  of  characterization  which  have  been  noted  here  are 
but  means  of  bringing  the  typical  individual  before  the  reader.  This  is  true 
also  of  the  use  of  the  situations  and  episodes  in  the  narrative,  that  is,  the 
relations  which  the  characters  have  with  one  another;  each  serves  to 
the  characteristic  feature  more  distinct. 


Ill      PLOT 
MOTIVATION 

As  the  "Psychologic  dcr  Handlung"  was  the  part  of  his  work  of  chief 
to  Meyer,  it  is  of  interest  to  observe  how  his  insight  into  character 
has  come  to  his  aid  in  the  construction  of  his  plots.  His  general  method  of 
working  has  already  been  quoted. «  He  did  not  start  to  work  without  having 
considered  every  detail.  But  his  reference  of  each  thing  to  the  idea  of  the 
characters  which  he  wished  to  represent  has  prevented  the  results  from 
seeming  mechanical  or  labored.  The  author  has  revealed  his  plan  of 
motivation  for  one  of  the  NovcUen,  Der  Heiligc,  which  in  its  three  main 
divisions  shows  the  idea  of  character  as  the  starting-point  of  the  narrative. 

Source  of  "Dcr  HeUigc."—The  source  of  Meyer's  material  for  this 
work  was  Thierry's  ConqulU  dc  V  Angltterre,  which  he  had  translated 
years  before  at  Vullicmin's  instigation.  Here  he  found  the  legend  of 
Becket's  Saracen  birth,  which  he  so  skilfully  combined  with  the  historical 
material  in  the  manner  he  describes  in  the  following  letter  to  Lingg:* 

\\toti-catwn  in1' Der  Heiligen"]— "Wasgibtdergeschichtliche  Rohstoff  ? 
Ein  normannischer  Kcinig  uberhauft  einen  sachsischen  Gunstling  und 
macht  ihn  aus  politischen  Griinden  zu  seinem  Primus.  Dieser  wendet 
sich  plotzlich  gegen  ihn,  und  es  entsteht  zwischen  Konig  und  Bischof  ein 
entsetzliches  Ringen.  Der  Konig  hat  sich  also  griindlich  und 
furchtbar  in  seinem  Gunstling  enttauscht.  Wie  habe  ich  das 
motiviert  ? 

I  Charakter  von  Thomas  Becket :  i .  Orientalisches  Blut  (Benutzung 
der  Legende);  2.  Hochste  Bildung  und  griindliche  Verachtung  seiner 
rohen  Zcit;  3.  Ueberlegene  Ruhe,  hochster  Verstand,  aber  (als  Sachse 
oder  Orientale)  ein  Unterdruckter,  daher  durch  und  durch  Diplomat; 
4.  Human,  sittlich  rein,  eine  vornehme  Natur;  5.  Ein  Zug  von  Ehrgeiz  oder 
vielmehr  ein  GefUhl  enormer  geistiger  Ueberlegenheit ;  6.  Orientalisch 
nachtragend,  irh  will  nicht  sagen:  rachsUchtig,  aber  doch  (gegen  Laster 
und  Gewalttat)  feingrausam.  Er  spielt  mitdem  Konig  von  Anfang  bis 
zu  Knde  wie  die  Katze  mit  der  Maus.  Alle  diese  Ziige  sind,  trotz  der 
Bekehrung  des  Thomas,  von  Anfang  bis  zu  Ende  streng  fest  gehalten. 

"II.  Charakter  des  Konigs  das  gerade  Gegenteil:  starkes  Tempera- 
ment, gutmtltig,  durchaus  naiv,  dabei  griindlich  unsittlich  (in  der  Geschichte 

<  See  above,  p.  4 

•  Quotedyin  UngmeMer,  op.  cU.,  p.  324. 
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verbrach  er  noch  Schlimmeres  ab  die  von 
Graces).     Er  kennl  triasn  Kanzler 
immerwfthrend  in  ihm  tluscht. 

11      Drr    K,.n:h,:      I >rf  Konig  vrrdirbc  in 
Thomas  Beckets  Kin.i      K  h  IMS*  das  Kind  glekb  rtcrtien.  wefl  es  fa  dock 
einmal  ruiniert  ist.    Er  hat,  ab  Autokn  .dobl  von  der  Scbwm 

seiner  Tat  und  kennt  ubeniies  den  'feigrn1  (wk  HOT  Rollo  »*)  Cbarak 


sollte  er  auch  ?  Aber  der  tanfte  Becket  unicr 
u  n  v e  r  s6  h  n  1  i c  h ,  und  auch  der  erainlende  Armbnister,  dsr  dt*  g eso ade n 
Menschenverstand  penonifiziert,  nennl  die  Tat  eine  TodsOnde.  wit 
sic  auch,  f  ttr  den  Vater  wenigstens,  sein  mua*. 

"Problem:  Richt  sich  Thomas  Becket  undwie?  Erbm«s7 
sichtii;  und  vielleicht  zu  edel,  urn  setnen  Konig  auf  fti  •flbnirbs  Webe  m 
vcrra  -  verhilt  sich  passiv  i.aus 

seines  Elendsentspringt,  3.  a  us  Klughcit  und 
unbestimmtcn  Ahnun-*.  die  Stunde  dcr  Rache  werde  fcommM  Aber  er 
schwebt  Uber  dem  Konig  wie  ein  Geier.  Da  giebt  ihm  dieser  eine  furcbt- 
bare  Waffc  in  die  Hand,  "den  Primal,"  Becket  erschrickt,  er  bcaucbt  nur 
tin  "  wahrer  Bischof "  zu  werden,  so  identifiziert  er  seine  Sacbe  mil  der 
Gotttichen  Gcrechligkeit  (die  damab  glckh  Kircbe  war).  In  drm  Akt 
r  Rt-krhrung  durchdringen  sich  Rachsucbt  und  Fr6mmigkrit 
auf  eine  unheimliche  Weise.  Di 


KOnigs  mit  dem  Uberiegenen  Kopf  (L6we  und  Schlange).  Venuch 
Versdhnung, absolute  rnmoglichkeit.  Bischoflich 
in  Thomas  Becket.  Endlkh  Zorn  des  Kflnigs  und  Martrrium.  Grosze 
Szenen!  Das  Lficheln  Beckets  auf  seinem  Grabmal  bt  reine  Phantaste. 
Becket  ist  ja  tot !  Die  Kinrahmung  mit  dem  Armbnister  nocwradig:  i.  ab 
Idyllc,  das  Schrecklkhe  mildcrnd,  a.  ab  Angabc  des  Kosttknt,  3.  ab 
naiver  Augenzeuge  eines  einrigartigen  Characters  (Thomas). 

-en.     Dramadscher  Gang.    Groaaer  Stil.tf 

Becket's  character  is  his  fate.    It  b  not  outer 

supernatural,  extramundane  power  that  are  to  be  held 

calamity  that  overtakes  him.     It  is  by  reason  of  what  be  b  that  be  first  finds 

with  the  king  and  finally  advances  to  the  position  of  primate.    It  b 

in  his  nature  to  feel  disgust  at  the  pleasures  of  the  king,  to  fed  a  certain 

tit  of  contempt  for  his  simple  bluntness  and  lack  of  penetration  into 

the  motives  of  others,  and  to  feel  bitterly  the  injury  be  has  received  from 

such  a  man  whom,  while  his  master,  he  considers  in  every  other  way  bb 

inferior.     It  is  also  part  of  his  character  that  be 
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an  attraction  to  the  king  that  he  cannot  cut  the  bond  between  them  definitely 
and  absolutely,  but  remains  passive  and  allows  the  man  with  the  greater 
decision  and  violence  in  action  to  destroy  him. 

It  lies  also  in  the  character  of  the  king  that  he  should  be  more  deeply 
attached  to  Becket,  a  man  so  much  cleverer  than  himself,  and  that  even 
while  conscious  of  the  fact  that  he  has  injured  this  friend  most  deeply, 
his  simple  egotism  should  yet  demand  forgiveness.  He  finds,  however, 
that  he  cannot  hold  his  friend  and  his  children  by  affection  merely,  since 
he  has  lost  their  respect  and  they  have  gained  the  power  to  resist  him. 

Mothvtion  in  "JUrg  JeiuUsch."—ln  Jtirg  Jenatsch  the  central  character 
is  a  traitor.  Jtirg  becomes  successively  pastor,  patriot,  soldier,  murderer, 
chief  counselor  of  his  general,  leader  of  his  people,  and  finally,  traitor. 
There  are  certain  events,  which  seem  to  be  the  turning-points  in  his  life,  but 
it  is  the  way  he  has  allowed  them  to  influence  his  actions  that  shows  him  to 
us  as  the  man  he  is. 

Meyer  had  certain  historical  data  as  a  basis:  Jenatsch's  part  in  the 
trial  and  death  of  Rusca,  the  conflict  between  the  Catholics  and  the  Protes- 
tants of  Berbenn,  the  death  of  Planta,  Jenatsch's  Venetian  service,  his 
relations  to  Rohan,  and  his  own  death.  Meyer  follows  tradition  in  making 
Lucretia  Planta  the  slayer  of  Jtirg.  These  events  extend  over  a  period  of 
nineteen  years.  The  proportions  of  the  story  must  be  carefully  planned 
and  events  of  lesser  importance  subordinated  to  those  of  greater  value. 
The  chief  interest  lies  in  Jenatsch's  relations  to  Rohan  in  Biinden,  which 
form  the  content  of  Book  III,  the  last  half  of  the  volume.  The  prepara- 
tion in  Books  I  and  II  occupies  the  first  half.  In  Book  I  we  have  first  the 
contrast  between  Jiirg  as  a  daring  schoolboy  and  as  a  young  man  who  fs 
beginning  to  feel  his  influence  over  others.  The  author  invents  a  meeting 
between  Jenatsch  and  Rohan  which  is  made  the  deciding  influence  causing 
Jiirg  to  lead  his  persecuted  flock,  among  whom  is  his  own  wife,  as  a  military 
protector  rather  than  as  a  shepherd.  Meanwhile,  at  the  instigation  of 
Planta,  whose  power  has  heretofore  been  undisputed,  and  whose  religion 
has  now  been  attacked,  the  Catholics  of  Berbenn  attack  the  Protestants,  and 
Jttfg*s  wife  is  killed.  Stunned  by  this  first  hard  experience  of  life,  Jurg 
follows  his  instincts  of  revenge  and  rids  the  country  of  this  dictator,  although 
Planta  is  his  former  benefactor  and  the  father  of  the  girl  he  has  loved  since 
childhood.  Here,  then,  are  the  first  manifestations  of  Jenatsch's  ability 
as  a  leader,  his  venturesome  spirit,  lack  of  restraint,  and  the  forecast  of 
future  events  in  the  meeting  with  Rohan  and  in  Lucretia's  warning  to 
Jenatsch. 

Book  II  shows  him  in  the  Venetian  service  but  desirous  of  fighting  for 


H01 

his  own  country.    He  offers  hit  servkes  to  Rohan  who  it  then  in  Vi 

By  the  unfortunate  outcome  of  a  duel  with  a  superior* 

b  forced  to  fight  against  hi*  will,  he  has,  by  the  laws  of  Vrnke.  forfeit 

hblife.  Rohaa  saves  him  by  appealing  to  Grimani,  the  Prowwilm.  The 

latter  with  the  suspicion  characteristk  of  the  Venetian  warn*  Rohan  ijaiaat 

Jenatsch.    Thb  b  the  preparation  for  the  action  of  Book  IIL    Rohan't 

power  b  also  invoked  by  Lucretia  PUnta,  who  has  beta 

Milan  where  she  has  t>een  living.    She 

she  may  there  devote  herself  to  ai 

who  b  a  witness  of  her  interview  with  the  duke, 

destiny,  to  execute  vengeance  or  to  save  him  to  fight  for  bit 

too,  like  Rohan,  preserves  hb  life.    Jurg'i  f ate  b  now  Mlllilj 

with  that  of  Band,  >  thoroughly  imbued  with  the  patriotte 

b  the  sole  spring  of  his  actions  from  now  on.  and  convinced  of  bit  abtttf  to 

accomplish  that  upon  which  he  has  set  hb  heart. 

Rohan  b  not  strong  enough  to  accomplish  the  task  he  hat  •MMftTtr*TT 
The  weakness  in  hb  relations  to  France  has  been  foreshadowed  in  bach 
Books  I  and  11'     In  B.».k  III  it  i«  revealed  to  Jenatsch.    For  the  sake 
of  freeing  hb  people,  the  latter  betrays  hit  general  and  even 
«>n.     Lucretia  goes  as  hb  messenger  to  Mibn  to 

iiclcss,  obliged  to  meet  Serbelloni  personally.    But  he  to 
transcends  all  diplomatic  etiquette  that  the  latter  determines  hfc 
Finally,  the  news  of  Rohan's  death  gives  force  to  the  change  of 
sentiment  toward  Jenatsch,  caused  by  hb  treachery.    Hb  i 
him  but  Lucretia  intervenes  and  gives  the  death-stroke  herself, 
accomplished  great  things  for  hit  country,  but  he  could  not  gati 
mem  of  his  highest  with  for  himself:    to  make  Lucretia  hb 
violence  and  hb  unscrupulous  change  of  faith 

Two  other  characters,  Lucretia  and  VYaser, 
to  make  the  influence  of  hb  personality  more  credible.    That  a 
Lucretia  should  love  him  is  a  proof  of  the  real  worth  of  hb  < 
b  the  deepest  sympathy  existing  between  them.    She 
and  form  at  a  distance.'    She,  too,  ba  patriot  and  is  willing  toi 
family  pride  and  her  integrity  to  help  him  in  hb  work  : 
is  the  interpreting  character  and  stands  in  relations  with  all  the 
personages  of  the  story.    Yet  hb  position  b  so  skflfufly  maaagfd  that  be 
b  able  to  give  an  unbiased  judgment  regarding  every  event    He  b 
at  every  climax  or  turning-point  of  the  action.'    Book  I 

«  J*rg  Jtnaiseh,  pp.  66,  170.  »  Cf .  Safer.  »f .  rit .  p  ;. 

•  Ibid.,  p.  341 
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"Die  Reise  des  Herrn  Waser,"  from  the  r61e  which  Waser  is  to  play  through- 
out the  story.  Only  two  persons  fail  altogether  to  yield  to  Jenatsch's 
charm,  and  they  are  themselves  devoid  of  enthusiasm.  \\Ynmullrr  and 
Grimani  misjudge  him.  Yet  Jenatsch  is  not  understood  by  those  about  him. 
Facts  that  are  revealed  to  the  reader  remain  unknown  to  the  people  and  so 
bis  power  is  regarded  as  marvelous.  On  the  other  hand,  he  is  one  with 
his  countrymen  in  his  relations  with  them,  moved  by  sympathy  rather 
than  by  ambition. 

The  manner  of  building  up  the  plot  in  the  first  book  is  well  worth  atu-n- 
tion.  Lucretia's  fears  for  Jenatsch's  safety  and  Planta's  anger  toward  him 
are  signs  of  the  coming  tragedy.  Five  years  before,  Waser  had  overheard, 
and  understood,  Planta's  opinion  of  jUrg,  although  spoken  in  Italian.  His 
statement  that  JUrg  ought  to  become  a  soldier  amounted  almost  to  a 
prophecy.  Even  Kuri  Lehmann,  the  fisher  boy,  is  allowed  to  predict 
Planta's  death  at  Jenatsch's  hands.  Pater  Pancraz,  by  making  use  of  the 
popular  superstition,  helps  his  Protestant  friends  to  make  their  escape. 
The  part  played  by  so  unimportant  a  character  as  Agostino  deserves  notice. 
"Agostino  flihrt  Waser  ins  Veltlin  hinab;  er  ist  der  Bote  der  Mutter  des 
Blasius  Alexander  und  der  Bruder  und  Morder  der  Lucia ;  fur  diesen  Mord 
biiszt  er  durch  die  Hand  Blasius  Alexanders  mit  dem  Tode."1 

Each  of  the  two  first  books  contains  seven  chapters,  while  Book  III 
has  fifteen  chapters.  In  the  first  edition  it  had  but  fourteen,  the  present 
twelfth  chapter  having  been  inserted  in  the  second  edition.  Moreover,  the 
proportion  in  these  fifteen  chapters  agrees  with  the  general  arrangement. 
The  first  seven  chapters  are  devoted  to  Jenatsch's  relations  to  Rohan  up  to 
and  including  his  change  of  attitude.  Chaps,  viii  to  xiv  deal  with  his  open 
defiance  of  Rohan,  and  the  last  chapter  makes  the  reader  acquainted  with 
the  death  of  both. 

Book  I  contains  the  exposition,  giving  the  time-  and  place-settings  and 
necessary  facts  in  the  history  of  Biinden.  With  the  sixth  chapter  we  reach  a 
climax  of  the  events  narrated  in  this  book,  all  of  which  up  to  this  point  have 
taken  place  within  forty-eight  hours.  The  seventh  and  last  chapter  of 
this  book  opens  with  the  events  of  five  days  later.  The  closing  pages  give 
a  rapid  account  of  the  next  two  years.  Between  this  and  the  second  book 
there  is  an  interval  of  thirteen  years,  rtll  that  is  told  in  Book  II  takes  place 
within  two  days.  The  book  is  entitled^Lucretia,"  and  presents  the  principal 
female  character  in  her  development  into  womanhood.  Two  themes  are 
here  treated:  the  contest  between  Grimani  and  Rohan  for  the  possession 

*  Sahr,  op.  tit.,  p.  n.  Compare  the  full  and  excellent  discussion  of  the  plot- 
•trocture  given  by  this  author,  pp.  1-20. 
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of  Jenatsch,  and  Lucretia's  struggle  between  her  low  for  Jurg  and  her 

hatred  toward  the  murderer  of  her  father.    The  6m  if  decided  m  this 

book,  with  foreshadowing  of  a  reversal  of  judgment  in  Book  III      The 

decision  in  the  case  of  the  second  theme  remains  in  susyiBM  and  is  not 

settled  till  the  last  chapter  of  the  whole  novel    This  book 

climax  in  chap.  v.    The  resolution  of  the  6m  theme  b 

chap,  vi  and  resolved  in  chap,  vii;  the  second  theme  b  not 

in  Book  111     Four  chaptm(i,iUv.*)  of  Book  II  aie devoid  totte^ 

ton  and  the  connection  with  intervening  history,  and  tkvat  (ftv.vi) 

the  action.      Buta  few  months  intervene  before  the  auuuimum  narrated 

in  Book  III    (TOs  book  covers  the  period  of  time  tan  the r  of 

1635  to  February  1639.  The  first  two  chapters  are  transitional  and  prrptra* 
lory.  The  highest  points  of  interest  in  the  following  come  in  chap.  vi. 
where  Jenatsch  wins  Lucrrtia  as  hit  m tMfr.gr  r  to  Mflnn.  and  chap.  xfl. 
where  be  gains  Serbclloni's  signature  to  the  ankles  securing  Btaden's 
freedom.  The  latter  chapter  also  motivates  the  death  of  Jinaisrh  The 
artistic  gain  to  the  composition  from  the  insertion  of  thb  chapter  b  rihha* 
The  events  related  in  chaps,  iii  to  vi  take  place  on  one  day; 
viii  and  ix  in  the  time  between  March  19  and  May  5,  if 
xiii  to  xv  mostly  on  one  day  in  February,  1639;  those  of  chaps,  vii  and  si, 
which  present  parallel  action,  in  the  winter  of  1636-37. 

Dramatic  /m*.— The  emphasis  of  important  steps  in  the  action  and  the 
subordination  of  minor  parts  are  readily  observable.  The  "flmitfrti'  dcvtlup- 
ment  of  the  whole  with  the  falling  action  in  the  last  chapters  of  the  third 
book,  and  the  final  suspense  in  the  last  chapter  resulting  in  the  death  of 
Jenatsch  and  striking  the  note  of  finality,  all  proclaim  the  dramatic  nature 

Vyer's  work  of  which  thb  plot  b  a  typical  example.  Thb  quality  b  also 
manifested  in  the  abundant  use  of  dialogue  for  conveying  liinrantfasi  miner 


than  deliberate  exposition  on  the  part  of  the  author.     There  It 
movement  throughout  and  acceleration  at  the  end  of  the  noveL     There  it 
concentration  of  all  illustrative  material  and  suhyrtmartnn  of  the 
characters  to  throw  greater  light  on  the  chief  charm- 
of  Meyer's  training  gained  from  the  study  of  the  style  of  French 

I  cannot  agree  with  Stoessl  in  his  criticism  of  Meyer's  i 
in  this  book:  "Der  Dichter  tUrmt  immer  neue 
Geschebens  auf,  die  das  Innere  nicht  erlcuchten, 
dies  f  Uhrt  zu  einer  fast  unertriglkhen  Gewaltsamkeit,  xu  einer  barocken  Ver- 
stajrkung  der  Charaktere."'  Every  part  of  the  story  serves  to  develop  or 
illustrate  the  main  theme,  the  study  of  the  character  of  Jenalsch. 

»  Stood,  **.  eft.,  p.  4«. 
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Ckamct.— Ml  the  events  happen  with  the  highest  degree  of  naturalness. 
Nothing  seems  to  be  due  to  chance.  Take  as  an  example  the  fact  that 
Pancraz  hears  the  French  priest  discuss  the  treaty  of  Chiavenna,  and  that 
Pancraz'  letter  reaches  Jenatsch  in  the  moment  of  his  greatest  mental  struggle. 
It  is  natural  to  suppose  that  these  topics  were  constantly  being  discussed  by 
those  concerned  in  the  issues.  Jenatsch  was  a  conspicuous  figure.  His 
services  would  be  desired  by  Milan,  if  ever,  at  just  such  a  critical  moment. 
Again,  take  the  matter  of  the  duel  with  Ruinelli,  an  accident  that  gives  deep 
significance  to  the  following  events.  From  what  we  know  of  the  character 
of  the  colonel  as  well  as  of  Jenatsch,  the  working  of  the  law  of  cause  and 
effect  is  evident  here  too.  There  seems  to  be  one  case  of  the  use  of  chance  in 
Die  Hockteit  des  Mtinchs,  which  is,  I  believe,  the  only  such  occurrence  in 
Meyer's  NoveUen.  It  is  the  ring  episode  which  gives  rise  to  Olympiads 
misunderstanding  of  the  monk's  intentions.  It  would  have  been  possible, 
perhaps,  to  have  brought  about  the  meeting  between  the  monk  and  Antiope 
and  the  mother's  misapprehension  by  employing  a  more  deeply  laid  design. 

Motivation  in  "Die  Leiden  eines  Knaben." — Meyer  has  also  developed 
the  slightest  suggestion  into  a  story  with  dramatic  arrangement  of  plot,  as 
in  the  case  of  Die  Leiden  eines  Knaben.  He  found  his  material  for  this  story 
in  the  memoirs  of  St.  Simon  in  the  account  of  the  events  of  the  year  1711. 
The  passage  is  quoted  by  Langmesser: 

Wenige  Tage  nach  dem  Tode  Boileaus  traf  den  Marschal  von  Boufflers  ein 
gnusames  Ungluck.  Sein  alterer  Sohn  war  vierzehn  Jahre  alt,  hiibsch,  gut 
grhaut;  er  versprach  alles  und  hatte  vortrefflich  bei  Hofe  relissiert,  als  ihn  sein 
Vater  dort  clem  Konig  vorstcllte,  damit  er  diesem  sHnen  Dank  aussprachc  fur 
die  ihm  verliehene  Anwartschaft  auf  den  Gouverneurposten  von  Flandern  und 
spezicll  fur  Lille.  Er  kehrte  dann  ins  Jesuitenkollegium  zuriick,  wo  er  in  Pension 
war.  Ich  weisz  nicht,  welchen  Jugendstreich  er  dort  mit  den  zwei  Sohnen  d'Ar- 
gensons  beging.  Die  Jesuiten  wollten  zeigen,  dasz  sie  niemanden  furchteten  und 
auf  niemanden  Rucksicht  nehmcn,  und  peitschten  den  Knaben,  da  sie  wirklich 
vora  Marschall  nichts  zu  flirchten  hattcn;  sie  hUteten  sich  aber  wohl,  ebenso 
gegen  die  beiden  andern  zu  verfahren,  die  gleich  schuldig  waren,  wenn  man 
Ubcrhaupt  diesen  Ausdruck  gebrauchen  darf;  denn  die  Jesuiten  hattcn  jeden 
Tag  wegen  der  Biicher,  der  Jansenisten  und  allerlei  Dinge  und  Geschichten,  die 
ihncn  wichtig  waren,  mit  dem  gut  angeschriebenen  Polizeiminister  d'Argenson 
xu  rechnen.  Der  kleinc,  mutige  Boufflers,  der  sich  nicht  mehr  als  die  zwei  d'Ar- 
gensons  hatte  zuschulden  kommen  lassen,  und  zwar  in  ihrer  Gesellschaft,  wurde 
von  einer  solchen  Vcrzweiflung  ergriffen,  dasz  er  noch  am  selben  Tage  krank 
wurde.  Mao  brachte  ihn  ins  Haus  des  Marechalls,  wo  es  sich  als  unmoglich 
hermusstellte,  ihn  zu  retten.  Sein  Herz  war  angegriffen,  sein  Blut  verdorben,  das 
FTeckfiebcr  trat  hinzu,  und  in  vier  Tagen  war  es  mit  ihm  zu  Ende.  Man  kann 


ihrtm  Vcrlu»i 

dem  jungerro  Sohoe 

Jesuiten  war  ungrheuer,  abrr  «  btieb 

Meyer  trmnifc*™  this  tnddent  to  s^tog  it  artistk  snap*.  IV 
felt  for  the  boy  mu«  be  deepened  and  the  puasshmettf  be  i 
morecrucl.  Thus  be  b  portrayed  as  utterly  lacking 
with  a  tense  of  his  honor  as  a  gmtlrman,  He  it  roasdoM  ihmi  his 
are  known  and  ridiculed  by  the  majority  of  those  about  him.  s*d  his 
alone  fails  to  recognue  them.  The  latter  kerf*  him  in 
boy  has  military  talent  and  yearns  to  follow  his  father  in  the  field. 
the  father,  by  his  unbending  will  and  inflexible  purposs,  has 
the  Jesuits,  in  whose  school  he  has  placed  his  son.  Therefore  the  hoy 
suffers  from  the  revenge  they  haw  so  long  haibored  a^aisMt  the  fathsr.  Thus 
the  whole  tragedy  lies  in  the  character  of  the  boy  to  conflict  with 
actcrs  of  his  father  and  Pere  Tcllier. 

Initial  action.— Meyer  begins  his  stories  M  mttiu  m.  and 
necessary  reversions  either  in  his  own  character,  or  through  the 
character  or  story-teller.  Five  of  the  N**Uc*  are  related  by  one  of  the 
in  the  events  narrated,  the  only  exception  tiring  the  story  of  Dig  Htrktril  4n 
Monchs  told  by  Dante  and  represented  to  be  a  pure  invention.  The  inters* 
eit  her  in  the  story-teller  or  the  story  to  be  told  is  awakened  at  the  start  la 
the  former  case  note  the  more  detailed  description  of  the  external  j 
of  the  narrators.  Dialogue  begins  after  a  few  paragraphs;  to  thf  !'i 
chttng  dfs  Pfscara  it  logins  in  the  second. 

Point  of  vine.— Meyer  identifies  himsdf  completely  with  the 
of  the  .VotW/rw,  making  the  point  of  view  that  of  the  acton  even  when  he 
does  not  withdraw  his  own  personality  behind  that  of  another  ptnonft  as  the 
>us  narrator.  The  reader  gathers  all  orrrsssry  tolonmiriiMi  from  the 
characters  themselves  in  the  course  of  the  narrative.  The  author  never  stop* 
to  give  explanations* 

'fie.— Each  A'mW/^  presento  a  morml  conflict  implytog  the  desire  of  the 
individual  for  self-assertion.  Therefore  it  is  not  surprising  to  find  that  the 
scenes  of  four  of  the  stories  are  laid  to  the  Renabsance  period  when  the 
human  spirit  was  asserting  itself  most  strongly. 

Im  NfittcUltcr  Ugen  die  bekkn  Seiten  d 
bin  und  nmch  dcm  Inncrn  des  Meoschea  sew 
Schlcicr  triumend  odcr  halbwach.  In  Iu 

r,  ••.  fit.  pp.  344,  34$. 


38        TECHNIQUE  IN   KONRAD  FERDINAND  MEYER'S  NOVELLEN 

in  die  LUftc;  cs  erwacht  cine  objMeve  Betrachtung  und  Behandlung  des  Staatcs 
and  der  simtlichcn  Dinge  dicser  Welt  Uberhaupt;  daneben  aber  erhebt  sich  mil 
volier  Macht  das  5*A;»/i'i*;  der  Mensch  wird  geistiges  Individuum  und  erkcnnt 
rich  als  tolche*.' 

Or  again,  we  find  the  central  figures  of  the  great  Protestant  leaders, 
Cotigny  and  Gustavus  Adolphus;  we  live  in  the  stirring  times  of  Henry  II, 
when  the  races  in  England  refused  to  unite  at  the  loss  of  their  national  traits; 
in  the  time  of  Charles  the  Great,  the  great  promoter  of  enlightenment  and 
civilization;  and,  by  way  of  contrast,  in  the  reign  of  Louis  XIV,  when  all 
consideration  of  the  individual  was  subordinated  to  the  prevailing  uniformity 
of  the  imperial  re*gime. 

Plots  with  more  titan  one  interest. — Three  Novellen  have  plots  with 
more  than  one  interest.  Jttrg  Jenatseh  resembles  Schiller's  Wilhelm  Tell  to 
a  certain  extent  in  the  interweaving  of  the  different  interests  involved :  the 
love  interest  of  Jenatseh  and  Lucretia,  the  incidents  connected  with  Jenatsch's 
personal,  political,  and  religious  relations,  and  the  political  condition  of  the 
people  of  Biinden.  We  get  from  this  interweaving  a  more  definite  sense  of 
the  many-sidedness  of  life.  The  real  interest  is  the  development  of  Jenatsch's 
character  as  affected  by  his  political  and  personal  relations.  The  story  of 
Lauenburg  and  Corinna  in  Gustav  Adolfs  Page  forms  a  secondary  interest. 
The  character  of  the  Swedish  king  is  revealed  in  his  manner  of  dealing 
with  the  pair,  and  this  adds  an  element  of  suspense  to  the  progress  of  the 
main  theme.  In  Der  Heilige  there  is  a  subplot  centered  about  the  character 
in  the  frame-story  who  narrates  Becket's  history.  It  runs  parallel  with  the 
main  plot.  It  shows  Becket's  lack  of  sympathy  with  the  Saxons,  foreshadows 
his  own  sorrow,  and  Hans'  superstition  construes  the  influence  of  Becket's 
blood  on  Hilde  as  another  instance  of  the  primate's  implacability. 

Double  interest  in  "Angela  Borgia" — Again  in  Angela  Borgia  there  is 
question  of  the  relative  prominence  of  the  action  centering  about  Angela 
and  that  in  which  Lucretia  Borgia  is  the  central  figure.  Langmesser  says: 

Zwar  die  strenge  [Composition,  die  der  Ruhmestitel  der  Versuchung  des 
Pescara  ist,  suchen  wir  in  der  Angela  Borgia  vergehens.  Die  Novelle  fallt  merklich 
in  zwei  Teile  auseinander:  steht  im  ersten  Teil  Angela  und  ihr  Verhalten  zu 
Giulio  im  Vordcrgrund,  so  tritt  sic  im  zweiten  Teil,  von  der  Blendung  des  Este 
an,  auffallcnd  hinter  Lucrezia  zuruck,  die  mit  ihren  Machinationcn  zugunsten 
Cesarcs  unscr  ganzes  Interesse  in  Anspruch  nimmt.  Erst  gegen  den  Schlusz  der 
Novelle  dominiert  wieder  Angela.  Das  ist  eine  unleugbare  Schwache  der  Kom- 
porition,  die  freilich  durch  den  Stoff  entschuldigt  werden  kann:  die  faszinierende 
Papsttochter  hat  auch  den  Dichter  gefangen  genommcn.  Die  Zeichnung  ihrer 

•  Burckhardt,  Die  KuUur  der  Renaissance  in  Italien  (Basel,  1860),  p.  131. 


PLOT 


bcher  geartetea  Angrta.    Dies* 

Standpunkt  aus  xur  Surke:  drr  Sen 
ternde  Kadenam,  wOrde  die 
bervorgetfrtrn  Brin  ' 

Although  Meyer  confesses  in  a  letter  to  Ldat  von 
in  question  treats  of  Lucretia  Borgia  at  much  at  fc  due*  ol 
may  be  contended  that  he  was  unduly 
yet  the  narrative  is  so  managed  that  Angela 
Lucretia  is  treated  typically  as  a  product  of  the  agr  as  a 
who  is  so  different  from  her  associate*    Laying  aside  the  question  ol  the 
relativity  of  the  character  interest,  the  strict  omyoatton, 
of  the  two  threads  toward  the  final  situation  it  obvious,    I 
who  says  that  the  strict  and  intentional  development  ul  the 
Meyer  is  here  carried  to  an  extreme  because  of  the  ••••"tlfr  ft 
as  foreshadowing.*  In  order,  however,  to  show  that  the  story  it 
than  divided,  I  submit  a  table  showing  in  parallel  columns 
of  the  two  main  threads  of  the  action,  chapter  for  chapter, 
ordinate  material. 

COMPARISON  or  THE  Two  MAW  THULUM 
Angela  U*nto* 

I.  Introduction    of    Angela    and  Introduction    ol    Locsstia    and 
C.iuli...                                                            Straw. 

II.  DiscussionofAngela'sbctrothal.  Btmhn  warns  Locuda about  |JsM» 
Cardinal  admits  his  passion,  hints  at      ing  to  Caesar's  Inimaci, 

her  love  for  Giulio 

III    tmilio's    feeling   for   Angela,  Hint  of  Stroasfs  fcrtiagi  far  L* 

dreams  of  being  blinded  by  her.  cretia. 

IV.  Danger    threatens    Giulio.  Alpbuosrand 

V.  Cardinal  shows  his  hate  before 
the  duke. 

VI  Blinding  of  Gi 

VII  GUI     lonspires   with 
rante. 

VIII  Imprisonment  and  trial  of  Hints  of  Caesar's 
the  brothers. 


r,  op.  «/..  p.  406. 
•  Bettelhdm,  op.  cii..  p.  964.  letter  of  October  t$.  t§«t. 
3  Cf.  Frey,  op.  cit..  p.  335,  and  Bttsty  Mtytr.  •+  <*.,  p.  107. 
«  Cf.  Btoer,  op.  «/.,  p 
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COMPARISON  OP  THE  Two  MAIN  THREADS— Continued 

Angela  Lucrclia 

IX.  Angela's  efforts  to  aid  Giulio,  Caesar's  note  to  Lucretia.    Strozzi 

his  pardon.  falls  in  Lucretia's  net. 

\    Angela's  surprise  at   Strozzi's  Caesar  free.    Strozzi  goes  to  him. 

going  to  Caesar.  C.'s  death.    L.'s  cleverness. 

XI.  Contrast  of  Angela  and   Lu-  Lucretia    indifferent    to    Strozzi's 

cretia.    A.  sees  Giulio.  fate,  his  death. 

\1!    Giulio  in   tower.    A.'s  mar-  Lucretia    retires    to    the    convent. 

riage.    G.  freed.  Discovery  of  A.'s  marriage. 

Examining  this  outline  we  find  that  the  chapters  which  deal  with  the 
Caesar  Borgia  and  Strozzi  episode  are  the  ninth,  tenth,  and  eleventh.  In 
the  ninth  the  interest  is  certainly  equally  divided  with  that  in  the  Angela 
thread,  as  is  also  the  case  in  the  eleventh  chapter.  Chap,  x  contains  the 
main  exposition  of  this  episode  which  brings  out  the  peculiar  traits  of  Lucre- 
tia's  character.  It  gives  Meyer's  interpretation  of  her  as  a  type  of  personality 
produced  by  the  Renaissance  movement.  But  even  here  a  reference  is  made 
to  Angela,  emphasizing  the  portrait  of  Lucretia  as  a  contrast  to  that  of  the 
heroine,  and  making  us  behold  Lucretia  through  Angela's  eyes.  Further- 
more, the  last  chapter  of  the  book  is  devoted  almost  exclusively  to  the  Angela 
theme.  Angela  is  a  more  real  figure  than  Lucretia  and  holds  the  reader's 
attention, even  though  we  have  such  a  careful  analysis  of  Lucretia's  character. 
The  theme  of  the  Novelle  and  its  inner  unity  is  well  stated  by  Heine:1 

Nun  aber  wird  in  dem  schmahlich  geblendeten  Giulio  durch  furchtbares 
Leiden  die  tief  verschuttete  Giite  und  Wahrheit  seiner  Natur  erzogen;  und  mit 
ihm  verbindet  sich  Angela  Borgia,  der  Lucrezia  Gegenbild,  in  der  der  Borgia 
Kraft  sich  zu  sittlicher  Grosze  entwickelt.  So  stehen  die  beiden  lichten  Gestalten 
in  furchtbarer  Umgebung:  der  Bose,  der  sich  zum  Guten  durchdringt,  und  die 
Barmherzige,  die  den  Sunder  mit  starken  Armen  emporzieht,  und  in  diesem  Gegen- 
satz  der  beiden  zu  ihrer  Umgebung  liegt  die  kiinstlerische  Einheit  des  Werkes. 

Lave  interest. — There  is  a  love  interest  in  each  of  the  Novellen,  though 
it  is  far  more  prominent  in  some  than  in  others.  \n_Pfr  Httiigt  it  is  used 
merely  as  motivation.  In  Die  Hochzeit  des  Mbnchs,  Die  Ricliterin, 
and  Angela  Borgia  it  forms  the  dramatic  conflict.  Yet  in  none  of 
these  cases  does  the  love-conflict  constitute  the  chief  problem  to  be 
solved;  it  gains  its  solution  by  the  settlement  of  the  higher  psychological 
struggle.  Guilt  and  atonement  form  the  principal  motif.  Corinna  in 
Gustav  Addfs  Page  is  the  only  female  figure  in  which  Meyer  portrayed 
sensuous  love.'  Even  in  Die  Hochzeit  des  Months  the  tragic  result  of 

•  G.  Heine,  op.  tit.,  p.  84-  »  Cf.  Saitschik,  op.  cit.,  p.  299. 
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Astom's  love  for  Antiope  is  the  penaJry  ol  hit  guilt  in  tifttlhsf  hit  vow. 
He  is  unable  to  contend  against  the  current  ol  afiain  in  the  busy  wurid  in 
whi.  h  he  is  a  stranger* 


several  episodic  threads,  whkh  are  usually  n^ 
!„,„!. 


Kuri  Ix  hmann,  the  Spanish  lieutenant,  Kuinrili,  the  Venetian 

Grimani,  Serbelloni,  are  necessary  cither  lor  the  dmimisjisjrt 

or  to  throw  light  on  the  character  ol  Jenatsch,  enabling  us  to  tat  what  he  it 

or  to  draw  inferences  concerning  him.    Other  episodic  I 

with  the  main  threads  <>f  Lucretia  and  Rohan 

are  joined  in  pain  to  the  three  main  characters.    Dit  //«r*artf  4n  J/*v*i 

has  a  large  number  of  threads  in  the  frame  story  owing  to  the 

instances  under  which  the  story  itself  is  shaped  by  the  i 
His  ami  is  to  make  us  acquainted  with  the  characters  ol  hit  hearers  by  this 
means.  The  number  of  main  and  persistent  threads,  which  in  most  cases 
is  coincident,  is  small.  Thus  Meyer  concentrates  all  the  light  on  the 
character  to  be  presented.  When  he  does  use  a  variety  ol  flhtstratina,  it  it 
because  of  the  greater  complexity  of  the  character  and  the  need  ol  iltamismt- 
n  many  joints  of  view,  which  he  does  through  the  action  ol  the 
characters  and  not  by  his  own  comment. 

Incidents  of  /M.—The  incidents  in  Meyer's  plots  are 
interwoven  with  the  dialogue,  which  is  present  in  about  an  equal 
In  general  it  may  be  said  that  the  incident  is  msssrd  about  the 

ng-points.  In  type  they  are  dramatic.  Jtt/g  Jtmaltfk  and  Dm 
I*  follow  the  historical  incident  most  closely.  Dit  K«r»t«*s*af  an 
Pescara  and  Angela  Borgia  contain  a  larger  proportion  ol  hkufttd 
material.  The  other  NovdUn  are  most  accurately  clsssrd  as  ideal  The 
idual  and  psychological  type  predominates  in  all,  though  not  to  the 
exclusion  of  objective  incident,  even  in  Die  Lriacm  times  Kmatem.  which 
contains  the  least  proportion.  In  Das  Amtdrt,  J*rg  Jtmattfk,  Dm 
HMge,  and  Die  Vcrsuckung  des  Ptsrara  there  are  iecidcKs  distinctly 
social  in  type.  The  incidents  both  determine  and  reveal  character,  and 
do  not  retard  the  action.  They  are  used  for  foreshadowing  and 
many  times  for  contrast,  less  often  for  parallel  illustration.  The 
between  the  inner  and  outer  action  in  the  .VttWfrsi  is  that  u^ustd  to 
the  follow : 

But  the  best  novel,  surely,  like  the  best  play,  b  that  in 


and  outward  action  are  developed  stmuhaneouslyi  in  which  the  growth  of 
and  bean  and  will  are  expressed  through  tangible  and  striking  socaea  • 
•  BUM  Perry,  of.  cil..  p.  $$. 
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Type  of  plot.— The  plot  of  Meyer's  Novdlen  is  always  unified,  simple, 
and  climactic.  The  interest  in  character  which,  in  the  hands  of  many 
novelists,  would  cause  a  predominance  of  situation  over  movement,  because 
of  their  yielding  to  the  desire  to  make  the  most  of  the  situation  by  adding 
their  own  comment,  is  here  given  such  an  objective  treatment  that  these 
two  elements  are  equally  balanced.  Although  the  setting  is  historical,  the 
author  has  united  both  real  and  imaginary  characters  and  real  and  fictitious 
events!  but  based  to  such  an  extent  on  actual  facts  that  they  may  ah 
serve  as  sources  of  information. 

Illusion. — Meyer's  method  of  beginning  at  a  point  in  the  action 
necessitating  reversion  to  past  events  as  well  as  allowing  rapid  forward 
movement  is  an  aid  to  illusion.  The  element  of  reversion  is,  however, 
comparatively  slight,  and  the  shifts  are  few  and  clearly  marked.  The 
historic  realism,  his  individualization  of  characters,  and  the  objective  manner 
of  his  procedure,  a  special  manifestation  of  the  latter  being  his  use  of  the 
frame-story,  all  strengthen  the  illusion.  Among  the  formal  devices  used 
maybe  mentioned  Hans'  explanations  to  Heir  Burkhard  how  he  came  into 
possession  of  his  knowledge  of  the  incidents  he  describes,  the  assertions 
of  the  characters  that  they  are  speaking  the  truth,  and  Meyer's  fond- 
ness for  alternative  explanatory  sentences,  which  may  be  connected  with 
his  balanced  and  antithetic  style.  The  following  examples  will  serve  as 
illustrations: 

War  es  die  Aufregung  der  Reise,  war  es  ein  die  heimlich  aufsteigende  Furcht 
bekampfender  rascher  Entschlusz,  oder  war  es  einfache  Neugier,  was  den  jungen 
Zurcher  vom  Lager  trieb  ?  .  .  .  . 

Kntweder  wuszte  er  nichts,  oder  er  flirchtete  von  mir  verraten  zu  werden.1 

His  use  of  foreshadowing  adds  to  the  dramatic  character  of  his  work. 
As  already  suggested,  this  may  weaken  the  illusion,  which  it,  to  a  certain 
extent,  undoubtedly  does  in  Angela  Borgia.  But  the  fact  that  much  of  the 
material  in  the  NovcUen  is  based  on  Meyer's  own  experience,  including  not 
merely  external  events  in  his  life,  but,  to  an  indeterminable  degree,  the 
conflicts  and  struggles  of  his  own  heart,  must  of  necessity  cause  conviction 
in  the  mind  of  the  reader. 

SUSPENSE 

Mystery. — Otto  Ludwig  has  said  that  suspense  may  be  of  two  kinds,  that 
of  sympathy  or  that  of  curiosity.2  The  suspense  of  sympathy  is  that  felt  in 
following  the  career  of  a  problematic  character.  This  kind  is  not  absent 

•  J*rg  Jenalxh,  pp.  32,  67. 

•  Otto  Ludwig,  Schr.  VI,  or  Stud.  II,  p.  98. 


1-1  n 


from  any  of  Meyer's  Atoatfm.    The 

would  be  felt  where  there  it  myttery.    Myrtery  plays  a  part  to 

NoveUen.    In  Au  AmuUi  there  it  first  that  of 

her  marriage  to  Schadau  (unknown  to  Boccard). 

of  what  was  being  done  during  the  mtsstrrt.    •-  ' "  j  1  iifrrl  Hi  JuJ 

in  Book  1 1  is  a  means  of  prolonging  the  tuapcnte  tfcf-nfm  the  bonk,  aa 


to  Dit 


the  decision  of  Jenattch's  fate  is  not  reached  till  the  end  of  the 
is  presented  from  Jenatsch's  own  point  of  view,  from  thai  of 
of  Water,  of  Grimani,  and  of  Rohan.    Mystery  has  a  larft  part 
Richlerin  and  in  Die  Yerwkmng  *f  JVsw. 

Secret  observation.— Another  method  of 
sympathy  is  that  of  allowing  one  person  to 
others.    Schadau  has  the  unique  privilege  of 
ators  when  the  signal  for  the  massacre  is  struck.    Haas  it  to 
Becket's  speech  to  Grace  that  be  turns  away  his 
them  to  carrying  out  the  king's  commands.  A 
situation  is  gained  when  Fagon  sees  him  at  his  painting 
Wallenstein's  communications  to  Gustavut  A4otplmt  to  defer  the 
of  the  listening  page  that  he  thinks  to  escape  detection  only  by 
Stemma  acknowledges  her  guilt  in  the  pretence  of  Pahoa  Novella. 

Prophecies,  visions,  etc.— Other  devices  for  teeming  iniriiiii  of  one  of 
these  kinds  are  foreshadowing  by  the  use  of  f  nsMlimrais.  prophtciat, 
dreams,  visions,  emphasis  of  the  fate  idea,  and,  finally,  to  the 
degree  by  the  idea  of  retribution  which,  in  A^Tm^m%  alone 
preserves  the  moral  unity  or  the  operation  of  universal  law, 
in  different  forms.  Here,  as  before,  the  chief  illustration*  wtt  be 
from  Der  HeUige  and  Jiirg  Jenatsck  and,  by  wa; 
Borgia,  in  which  the  amount  of  foreshadowing  b  somewhat  too 

In  "Der 
in  Der 


llcUiv  is  a  prvj.ar.in..:i  i-r  th--  MOJJ  H  A,  ..  g  ••,      •  .     :  :x 

nun  concerning  this  »m«?fl  of  the  fiififtal  with  t^  g**^t   **••  *~ 
Brautnacht  der  Saraxenin  aber  hatte 
ein  Gesicht  und  sah  aus  dem  neuen  Ehcbunde 
einen  Hciligen,  cntspriesxen  und  gen 

to  appreciate  more  clearly  the  age  in  whkh  Becket  lived  »nd  ID*  attitude  o* 
the  people  toward  a  man  wh-.m  they  frh   • 

The  Saxon  master's  words  to  Becket: 
Kind    hast,  das  dir  ein  Normanne 

<  D*  Hftiig*.  p.  33.  •  IM. 


kanr 
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perception  of  the  gulf  between  himself  and  this  Saxon  who  has  risen  to 
power  only  by  ignoring  the  existence  and  claims  of  his  countrymen.  It 
amounts  to  a  prophecy  of  Becket's  loss. 

Hans  has  a  vision  of  Grace's  guardian  angel  grieving.1  He  dreams  of 
her  marriage  to  Richard;'  but  as  dreams  go  by  contraries  he  knows  evil 
and  not  happiness  will  be  the  outcome.  He  knows  something  of  the 
strength  of  will  of  both  Becket  and  the  king,  and  dreads  the  collision  which 
the  death  of  Grace  will  certainly  cause. 

Bertram  de  Born  is  allowed  to  foretell  Becket's  death  in  connection  with 
an  expression  of  his  hatred  for  Henry  II,3  whom  he  considers  as  the  enemy 
of  both  himself  and  Becket.  Becket's  own  belief  in  fate  is  shown  in  his 
feeling  that  his  star  stands  in  close  relation  to  that  of  the  king.4 

The  king's  state  of  mind  after  he  has  lost  Becket's  friendship  is  revealed 
most  subtly  in  his  recalling  instances  of  ingratitude,  misusing  both  his 
dogs  and  Hans,  and  in  his  significant  manner  of  shooting  the  hunted  stag 
after  first  addressing  it  as  Thomas  Becket.5  A  man  of  Henry's  tempera- 
ment must  give  vent  openly  to  his  resentment,  in  contrast  to  Becket  whose 
grief  at  Grace's  death  we  are  never  permitted  to  behold  except  on  the  occa- 
sion of  Hans'  finding  him  beside  her  casket.  His  tears  are  shed  in  secret. 
Here,  it  is  suggested  that  the  king,  who  is  subject  to  sudden  and  violent 
fits  of  passion,  will  give  orders  for  Becket's  death  in  one  of  these  outbursts. 
The  king's  ruin  is  likewise  prepared  for,  besides  in  the  ways  already  men- 
tioned, by  Hans'  vision  of  a  sword  suspended  over  his  head.6  The  break- 
ing of  the  state  seal  as  it  passes  from  Becket's  hands  to  those  of  the  king 
indicates  the  breach  to  exist  henceforth  between  them.7 

Repetition:  Of  words. — The  repetitions  intensify  the  effect  and  give 
unity  to  the  artistic  form.  The  repetition  of  words  may  be  related  to  the 
structure  of  the  novel,  its  function  being  to  arouse  curiosity.  It  has  a  distinct 
reference  to  the  denouement.  Note  the  use  of  the  word  "Gnade"  and  the 
play  upon  it;  also  the  direct  allusions  to  Becket's  death  and  the  smile 
with  which  he  met  it : 

Und  sein  Lacheln  sehe  ich  noch,  das,  ....  heilige  Hohnlacheln  (p.  14). 

Denn  ich  erblicke  ein  blutiges,  totes  Haupt  vor  mir  und  den  gegeiszelten 
Rticken  meines  Konigs  (p.  168). 

Sah  ich  ein  Blutmeer  vor  meinen  Augen  und  darin  ein  sterbendes,  lachelndes 
Haupt  (p.  216). 

Ein  Sachsischer  Steinmetz  hatte  ihn  abgebildet,  still  lachelnd  (p.  220). 

Heir  Thomas  aber  auf  seinem  Grabsteine  lachclte  (p.  221). 

•  Der  Heitige,  p.  78.  4  Ibid.,  p.  136.  «  Ibid.,  p.  191. 

»  Ibid.,  p.  90.  s  Ibid.,  pp.  160,  161.         1 1bid.,  p.  152. 

5  Ibid.,  p.  176. 
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The  repetition  of  the  adjacttat  Munker  as  applied  to  Baduft  tywaadof 


Lttomotiv  and  produce  suspense.    1  give  iastaacaf  of  the  boar.  vUrfc  is 

the  more  characteristk: 

Vor  seinem  blatten  A  nil; 

In  *Vm  blauen,  trsumradro  /UKTO  (p 

Der  Blasse  (p.  73). 

Der  .  .  .  .  TTITTI  Hiftrr  sis  snnsi  rrarhrinf  nils  F sashi  (ji  KJ) 

Dieses  ....  Amliu,  das  gMch  bbat  «a 

DieserblasteMemme(P  u>) 
The  synonyms  "bleich,"  "farblos,"  "leblos"  are 
impression  of  the  word  "blast,"  thus  repeated, 
ominous  expectancy. 

Of  point  at  «««.— Again,  such  a  repetition  ma 


at  issue.     In  this  story  the  reader  is  made  aware  of  three  such  poiMi:  the 
"gcisligc  Gerichtsbarkeit/'  the  words  being 
of  peace,  repeated  three  times;  the  ban,  four 

OfJaU  uko.—  Similarly,  the  fate  idea  may  be  inu 
symbol  may  be  used,  as  here  the  crucifix.  Thcrrwmino 
villa  n..r  in  the  chapel  where  her  casket  stood.  Its  portrayal  of 
was  distasteful  to  Becket.  Finally  he  holds  counsel  with  to  and 
it,  and  meets  his  death-blow  with  his  arms  eitcaded 
cross.  Beckct's  fate  is  also  prepared  for  by  the  use 
pares  himself  to  a  shepherd,  and  the  word  "Heenfe"  it 
referring  to  the  Saxons.  The  Normal 
than  this  is  the  reference  to  Christ's  kissing  Judas. 
a  similar  comparison.1  Such  a  case  of  repetition  as  this  is  of  a  pffdttlogkal 
nature  and  creates  suspense  by  enlisting  our  sympathy  with  the  chaiacttr. 
Repetition  <»f  the  moral  idea  also  occurs.' 

Of  scenes,  and  of  ortum.—  There  are  three  icenes  in  which  the 
king  expresses  his  anger  toward  Becket,  the  first  two  of  which  are 
a  means  of  securing  suspense  as  to  the  final  outcome.*  The  (act  that 
Hans,  the  keen  observer,  is  three  times  deceived  in  regard  to  impor- 
tant |K)ints  adds  to  the  mystery  surrounding  Bccket's  character'  Other 
instances  of  repetition  of  action  are  Becket'*  references  to  serving  a 
higher  master  and  those  to  the  king's  death.  « 

Suspense  in  "Jiirg  JiMlsck."—  Dreams  play  a  minor  part  in  Jar* 

•  IbH.,  pp.  in.  197,  IW.  •?«•  4  '**•  P*  **•  "* 

•/W*,pp.g5  iftft. 

pp.  155,  167. 
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Jenatsch.  They  are  more  like  the  dreams  of  real  life  in  mingling 
and  future  events  in  a  confused  scene.1  Neither  Waser  nor  Jenatsch  is 
superstitious  or  inclined  to  fatalism.  Waser  is  too  orthodox  a  Protestant 
and  Jenatsch  says  he  can  make  nothing  out  of  it.*  There  are  happenings 
in  the  external  world  which  seem  ominous  to  the  people.  The  bell-tower 
of  St.  Luri  falls  when  Jenatsch  rides  through  the  gate.  The  fierceness  of 
the  rare  spring  lightning  is  held  to  be  "der  Strahl  des  Gerichts."*  Even 
Waser  wishes  Jenatsch  to  lead  a  quiet  life  "um  den  Neid  der  Gutter  un<i 
der  Menschen  nicht  zu  reizen."4  The  foreshadowing  of  Jenatsch's 
treachery  has  already  been  noted.5  Rohan's  confidence  is  not  great 
enough  to  prevent  forebodings  of  misfortune.6  Wertmiiller  has  his  sus- 
picions of  this  strange  man.7  The  general  misunderstanding  and  doubt 
regarding  Jenatsch's  conduct  produces  greater  suspense  in  proportion  as  it 
increases  toward  the  end  of  the  book.  In  view  of  the  catastrophe, 
Lucretia's  simple  words  about  her  fears  for  Jurg  when  captured  by  the  Span- 
ish soldier:  "Hatt'  ich  dich  lieber  mit  eigner  Hand  getotet,"8  become  sig- 
:iit.  It  is  one  of  the  glimpses  of  her  hidden  strength  and  of  her 
love  for  Jenatsch,  which  make  her  dare  anything  for  his  sake.  Definite 
allusions  to  the  fate  idea  are  quite  unimportant.  The  word  "Schicksal" 
is  used  but  few  times,  only  three  times  with  any  deep  import.9  Jenatsch's 
own  consciousness  of  the  arbitrary  way  in  which  he  has  gained  his  ends, 
as  shown  in  his  reminiscent  conversation  with  Waser,10  is  a  preparation  for 
the  final  scene. 

Repetition:  Of  words.— As  a  case  of  repetition  of  minor  import  the 
references  to  the  powder  horn  in  Book  I  may  be  noted."  It  secures  a 
bed  for  Waser,  who  carries  it  to  Blasius  Alexander.  It  is  recognized  by 
Jenatsch,  left  at  Alexander's  before  the  popular  uprising,  and  he  uses  it 
when  loading  his  musket  to  fire  at  the  people.  The  frequent  allusions  to 
Richelieu  form  an  external  means  of  motivation.12 

Of  point  at  issue.— Repetition  of  the  words  "Verrat"  and  "Verrater"1* 
with  the  allusions  to  Judas  emphasize  the  theme: 

i  Jtrg  Jenatsch,  pp.  29,  31-33,  67,  *"     ^  19. 

•  Ibid.,  p.  67.  3  Ibid.,  p.  331.  *  Ibid.,  p.  332. 

s  Ibid.,  pp.  167-72,  201,  21 1,  232,  235,  and  Lucretia's  remark,  p.  244. 

*  Ibid.,  pp.  203,  218  ff.,  223.  9  Ibid.,  pp.  150,  156,  192. 

i  Ibid.,  pp.  252,  253,  256.  'o  Ibid.,  pp.  305,  306,  333,  334. 

»  Ibid.,  p.  321.  »  Ibid.,  pp.  30-31,  34,  43.  59.  76- 

"  Ibid.,  pp.  169,  170,  171,  198,  203,  219,  222,  226,  227,  228,  243,  266,  270,  273, 
378,  280,  304,  309. 

«J  In  all  1 1  times:  pp.  228,  257,  261,  271,  273,  279  (2),  280  (2),  290,  316,  327. 


nut 

Und  ea  tnt  rin  Judaagedank*  MS  satosr  Ssaft  MM!  Mand  BlfiuUdi  in  ao  aaa*f 
Hlszlu  hu.t  vor  Mioem  Angnslchu,  oaat  Qw  irhs«ilsna     Ahvr  «  •**  act 
mit  otnem  akhern  Ucheln:   MDer  futr  Ifrraog  «t*J  •*»  «dM  f  n  i^iifcn  n, 
wicseinGociden  Juda*"(p  H 
Pfanrer  Saluz  preaches  oo  the  text: 

Den  Vcmudca  Judas  Ischaiiot.  MaoiteamaK*svadtovaMipa»!  (p  f6i) 

A  us  Euern  Judaaarmen  (p    . 

Hat  cm  ctnmal  tier  J 


-•_-  -_t__ 


Of  moral  MM.— Again,  running  ihr».uKh  the  whole  alary  it  ikt  ite  of 
rn r V  which  attcntioo  U  cmlled  by  the  WOT! 

times,  besides  such  compouodt  is  "Blutimche"  tad 
and  "SUhne"  five  times.    Rohan's  words  to 
standpoint : 

Anders  verhilt  ea  sich  mit  dcm(  waa  Ihr  Soha 
chen,  so,  glauU  ea,  wird  tie  nicht  ausblslhstt.    Uaatr  | 
der  Menschhctt  scit  ihrrm  Anfanfe  Ut  eine  Vttfcattliaf  n« 
Schwcr  aber  ist  es  dcm  menachUchen  Kunblkkc  die  ridH%l 
wahlcn,  und  sichcrr r  in  jcdcm  Kallc,  Frevd  durch  Opfcr 
Gewalttat  durch  Gcwalttat  zu  rtchen  und  so  Fluch  anf  f 
Dcnn:  Ich  will  vcrxchcn,  spricht  dcr  H- 

Anot  her  case  of  word  repetition  is  that  of  "  Betl."  etlher  alooe  or  in 
pounds  such  as  "Todcshcil."     It  is  repeated  seven  times.    TWsl 
our  curiosity  till  we  behold  the  final  catastrophe  with  a  feefing  of  both  honor 
and  r. 

Of  situation. — Most  suggestive  b  the  change  of  Luoctia's  feeling  for 
Jenatsch: 

Sie  fragte  ihr  Hen,  wie  ea  denn  moglkh  a«.  daat  Jftfg  in 
blutigsten  Zeit  ihrrm  Gcfahlc  und  \'< 
jetzt,  da  er  in  den  Ratcn  dea  Laadea  und  im  Heerfolge  des 
unter  die  Geachtetcn  und  Angeaehenen  aihlte. 

She  concludes  that  his  early  feelings  for  her  have  changed  (p.  ajo). 
Audi  Georg  Jenatsch  erschien  ihr  in  cJocm  aaoVro  Uchte; 
landsliebe  wurde  von  dcm  anfrmfiafn  Ekd. 
angefrcsscn  und  ihr  Glaubc  an  die  Einheit  sriacs  Wt 


sie  augenblicklich  sich  gam  bewuazt  wurde,  wk  dutch  dfcsr  ZwriW  ihr  Veffcakab 
zu  ihm  sich  inneriich  irtlbe  (p.  904).  .  . 

Noch  cinmal  war  eine  Verwandlung  mit  thai    irflpig»t    Was  hnat  a«s 
seinen  Augen  bliute  war  nicht 
nicht  die  vor  keincm  Hindemisjt 
scit  sie  ihn  wieder  kannte.  ihr 
Wesen,  eine  gereiate  Gewaltsamkeit  in 
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cine  Ubcrmrnschlichc  Kraftanstrcngung  ihn  aus  dem  Geleise  und  Ubcr  die  letzten 
seiner  Natur  gcsetzten  Markstcinc  hinausgeworfen  (p.  295). 
What  more  convincing  proof  of  Jenatsch's  deterioration  could  there  be  than 
this  admission  wrung  from  the  heart  of  the  woman  who  loves  him. 

Of  sounds. — Other  formal  dcnn-nts  of  style  may  aid  the  suspense,  as, 
for  example,  the  repetition  of  sounds,  which  reveal  the  emotion  of  the 
speaker.  Note  the  pectorals  and  aspirates  in  the  following: 

"Gerechtcr  Gott !  Und  Ihr  habt  Beweise  dafUr  ?"  rief  Waser,  dem  es  schwtil 
wurdc,  sprang  auf  und  schritt  in  dem  kleinen  Gemache  bestiirtzten  Gemiits  auf 
und  nicdcr.1 

and 

"O Schmach," brach  Jenatsch  los, "von  einem  solchcn  Schurken  zu  Seines- 
gleichcn  gezahlt  zu  werden!"» 

Observe  the  variety  and  range  of  sounds  repeated  in  the  next: 

In  Verzweiflung  richtete  sie  sich  auf,  sah  Jlirg  schwanken,  von  gedungenen 
Mdrdern  umstellt,  von  meuchlerischen  Waffen  umzuckt  und  verwundet,  rings 
und  rettungslos  umstellt.3 

Mark  the  mixture  of  craft  and  fear  expressed  by  the  aspirates  in  this 
sentence: 

Du  Stab  und  Stecken  meines  Alters  wirst  mir  nicht  zwischen  diesen  zittcrn- 
den  Handcn  zerbrechen.4 

There  is  also  quick  passionate  movement  in  this: 

Er  stiesz  einen  Schrei  aus,  ergriff,  schleuderte  sie,  sah  sie  im  Gewitterlichte 
gegen  den  Felsen  fahren,  taumeln,  tasten  und  ihre  Kniee  unter  ihr  weichen.5 

Use  of  short  sentences. — Short  sentences  may  also  aid  the  suspense,  as 
in  this  case: 

Die  Truhe  war  leer.     Lucrctia  erbleichte.6 

The  reader  sympathizes  with   Lucretia's  anxiety  for  Jenatsch.      Some- 
times such  a  sentence  constitutes  a  paragraph : 

Jetzt  entschlosz  er  sich  dazu.7 

This  contains  in  concentrated  form  all  that  this  decision  meant  to  Jenatsch, 
and  is  an  example  of  Meyer's  suggestiveness. 

Suspense  in  "Angela  Borgia.11 — It  has  already  been  suggested  that  in 
Meyer's  last  work,  Angela  Borgiat  there  is  a  manifest  weakening  of  his 

1  J*rg  Jenaisch,  p.  159.  s  Die  Richltrin,  p.  370. 

•  Ibid.,  p.  284-  6  J&rg  Jenatsch,  p.  320. 

J  Ibid.,  p.  351.  ?  Ibid.,  p.  232. 
«  Die  Hochteii  des  Mdncks,  pp.  28,  29. 


•Ml 

powers:  that  the  fate  idea  is  too 

tkularly  Duke  Alpbonse  and 

The  Sirozzi  Borgia  episode  it  thus 

Das  Wiederkoounen  Clatis  1st  Eme  ttrhiriaihainiili  (a 

Und  habt  Ihr  mcatcniicne  r 
su  verhindsn,  opfcrt  sie  uahednkHcn  and  pbet 
(P.  jo). 

Unserrr  crUuchten  FQntia.  for 
richter  Herkuks  Strout  Ehre  uad  Sasit  verkaaft  (j 

Dasz  ich  die  Gcamlaat  Uebea  man,  1st  Scnidual  (p.  46) 

Oflenbar  hatte  er  es  eilig,  au»  drr  Nthr  ciaca  Mcaaclm 


Uebeneugunx  ciaoa  doakcia  Scakasal  imliiii  war  (a  ao) 

:.r<-,lh  (ing  Strozzi's  relations  to 

Ich  werde  Kuch  richicn,  nichl  flflanillcll,  draa  « isf  ciar  Fi 
eine  Staatssache,  die  bride 
Strasze  finden  (p.  71). 

This  unusual  power  of  prophecy  weakens  the 
is  no  question  as  regards  its  effect  in  securing  greater  unity.    Yet  it  b  10  he 
remembered  that  this  was  an  age  when  people  held  all 
beliefs.     Lucretia's  reputation  was  widespread  and  the 
was  already  known  to  be  fatal.     Moreover, 
absolute  sway  in  their  own  jurisdiction,  and  that 
this  cold-blooded  way  set  forth  his  course 
his  character  as  the  governor  who  would  render  strict 

In  each  case,  then,  whether  by 
evoking  his  sympathy,  the  means  of 
conception  of  the  characters  and  of  their  inicrrrUtions.1 


Intercalations.— The  various 


calations.    These  take  the  form  mainly  of  letters  and  lyrics.    Tbe  lev 

stories  inserted  have  an  organic  connection  with  the  A'twAr  in  which  tney 

occur.    That  told  by  Ben  Emir  in  AngtU  JbvfM  is 

main  action  and  is  interpreted  by  each  of  th< 

mood.    The  story  of  Prince  Moonthinr  in  /Vr  Hnligt  is  an 

Meyer's  employment  of  parallelism,  and  serves  to 

The  outer  appearance  and  mental  qualities  of  the  prince 

Becket  so  closely  that  the  reader,  like  Hans,  pursues  the 

•  Cf.  Otto  Ludwig,  Schr.  V,  or  Stud.  I.  p.  151:  ** 
G«sult  musgehen  und  wicdemm  »ul  rie 
ChArmkteristfeche  der  Goult  skh 
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conclusion  that  evil  will  befall  the  king  who  is  forsaken  by  so  wise  a 
counselor. 

The  author  has  given  in  Jiirg  Jenatsch  an  excellent  imitation  of  a  broad- 
side. It  is  the  announcement  of  Rohan's  death,  read  by  Sprecher  to  the 
people.  Its  introduction  has  a  dramatic  effect.  By  describing  Rohan's 
heroic  end,  it  also  counteracts  the  effect  of  his  weakness  shown  in  Chur  and 
shows  him  as  a  martyr  for  his  principles.  This  book  likewise  contains  the 
a rtii  les  of  the  various  treaties  about  which  the  plot  turns  and  several  letters, 
but  all  have  an  essential  connection  with  the  main  theme.  Sometimes  Meyer 
reproduces  parts  of  actual  letters  written  by  the  historical  characters,  as 
in  the  case  of  Caesar  Borgia's  letter  to  Lucretia.  This  secures  additional 
realism. 

Among  the  many  lyric  passages  inserted,  every  one  is  used  symbolically. 
As  evidence  may  be  cited  the  sonnet  written  by  Pietro  Aretino  to  Victoria 
Colon na.  and  even  the  line  quoted  by  Jenatsch  just  before  the  catastrophe, 
when  Fausch  asks  for  his  text : 

Selig  lebt  und  freudig  stirbt 

Wen  die  Lieb'  umfangen!1 

The  reversions  found  in  the  narratives  are  concise,  explanatory  of  the 
characters  and  situations,  and  introduced  at  the  points  where  they  fit  most 
naturally.  Waser's  recollection  of  Jenatsch  as  a  schoolboy  shows  us  J  urn's 
character  before  it  is  distorted  by  ambition  and  desire  for  revenge.  There 
are  no  independent  episodes  or  digressions.  Such  an  episode  as  Hans' 
meeting  Bertram  de  Born  while  accompanying  Richard  to  seek  Beckct  is 
treated  artistically  but  entirely  subordinate  to  the  main  theme,  which  it 
foreshadows.  Situations  are  used  to  illustrate  the  motives  of  the  characters.* 

Repetition. — There  is,  then,  practically  no  force  which  would  weaken  the 
unity.  Positive  aids  are  the  maintenance  of  a  persistent  point  of  view,  un- 
broken motivation,  and  the  converging  action.  Repetition  also  strengthens 
the  unity.  This  may  consist  of  words,  as  in  the  use  of  epithets,  or  of  longer 
phrases.  Thus  in  JUrg  Jenatsch ,  the  repetition  of  "Auf  Riedberg  wird 
kein  Hochzeit  gefeiert"3  emphasizes  the  bounds  set  to  Jttrg's  accomplish- 
ment of  his  desires.  The  repetition  of  scenes  and  of  actions  is  of  more  value. 

•  J*rg  Jenatsch,  p.  349. 

3  'The  stronger  a  man's  nature  is,  the  more  apt  are  the  deep,  unconscious  motives 
to  come  to  the  surface.  The  writer  who  divines  the  circumstances  which  bring  into 
action  motives  of  this  obscure  character  attains  the  highest  unity,  because  there  is  a 
harmony  between  the  actions  of  his  characters  and  the  more  complex  laws  of  human 
nature." — Johnson,  Elements  of  Literary  Criticism,  p.  41. 

»  Jiirg  JenaUck,  pp.  296,  34*. 


PUN 


Thus  Jenatsch  is  twice  rrprfatnted  as  left  standing  alow  in  the 
the  people:*  once  when  Rohan  leaves  Omr  wfc 


icath  of  the  duke  has  been  •"Ttnurftii  and  Jiniiiiti 
ing  his  fete.    Thb  b  an  effective  representation  ofl 
that  had  been  his.    From  the  rmyihssis  on  similar 
of  repetition  and  parallel  illustration  the  idea  of  the 

Meyer  manages  the  historical  material,  likewise,  to  a  way  to 
unity.  The  main  action  is  connected  either  with  the 
as  in  DM  Hockmit  (Us  Mtmek*  and  D*  ftrAUr**,  or  the  hbliiihsl  events 
form  the  central  thread  and  fictitious  characters  are  kept  nilii  ufaili  as  in 
Dcf  Hetiige. 

jmr-j/0n>j.— Another  device  adopted  by  Meyer  for 
is  that    of    the   enveloping    frame.      As    this 
it  will  repay  closer  scrutiny.     By  choosing  the  "story  within  a  story" 

of  narration,  the  author  b  enabled  to  hide  awnsttf  heated  the 
narrator.  Thus  it  becomes  an  aid  to  objectivity,  since  it  ilowi 
the  author  to  incorporate  his  own  experience  and  pailusupay  of  He 
without  the  intrusion  of  hb  own  personally.  He  has  a 

md    of    the    means    for    suggest 


parallelism,  and  repetition,  all  artistic  devices  which 

i..  the  story  as  a  work  of  art.    Moreover,  it  affords  earkhsnesu  of  the 

historical  background,  the  use  of  color  being 

tone  and  the  light  varying  with  the  mood  of  the 

The  alternation  between  the  parts  of  the  frame  story  and  of  the  story 
proper  is  so  cleverly  managed  by  Meyer  as  to  add  considerably  to  the  haw*? 
of  the  whole.  In  the  hands  of  an  inferior  writer  the  attempt  mt*l 
disastrous.  Tin,  interweaving  has  been  likened  to  the  ivy  wakh, 
up  along  the  side  of  a  building,  enhances  its  beauty  and 
partofit.  As  Meyer  hiniseU  has  explained,  it 
The  participation  of  the  narrator  adds  a  sense  of 

lling  the  story  is  made  a  characterisation  of  the  story-teller. 

nc-Story  in  "  Die  Hockmt  **  i/*«  AJ."-/*  //trAanf  40  Jft 
is  an  admirable  example  of  this  form  of  narration.    The 
introduced  the  enveloping  frame  at  points  which  are  the  natural 
of  the  actual  story,  and  these  pauses  are  a  distinct  aid  in 


.,  pp.  »89,  543. 

•  -  In  order  to  convey  an  imprarioa  of  unity, 
by  putting  IkoH  U>t*lk*r  that  frvdi**  M* 
Harmony,  p.  17?- 

J  See  above,  p.  31. 
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As  it  has  been  said:  "There  is  no  music  in  a  pause,  but  it  renders  great 
service  in  giving  proper  emphasis  to  music  that  goes  before  and  comes 
after  it."' 

The  place-setting  of  this  Novcllc  is  Verona  at  the  court* of  Can  Grande 
dclla  Scala,  who  has  extended  his  hospitality  to  Dante.  Seeking  to  warm 
himself,  the  exiled  Florentine  comes  into  the  hall  where  the  court  is  assembled 
about  the  fireplace,  passing  the  time  by  telling  stories.  The  theme  is  that 
of  the  monk  who  has  renounced  his  vows.  After  a  glance  about  the  com- 
pany, Dante  accedes  to  their  request  to  join  in  the  diversion.  The  start  in^- 
point  of  his  narrative  is  a  simple  inscription  read  upon  a  gravestone;  his 
characters  he  models  after  the  members  of  his  audience.  This  is  a  most 
happy  invention,  since  it  gives  individuality  to  the  persons  of  this  group, 
and  arouses  greater  expectancy  with  regard  to  the  denouement  of  his  story. 
It  also  serves  to  give  distinctness  to  the  figure  of  Dante  himself,  who,  by 
scarcely  concealed  scorn  or  admiration  of  his  own  creations,  gives  expres- 
sion to  the  bitterness  of  his  experience,  under  the  guise  of  this  recreation. 

The  interruptions  in  Dante's  narrative,  marking  off  the  stages  of  his 
story,  are  at  once  an  illustration  of  his  method  of  constructing  his  plot  and  of 
Meyer's  own  method.  Dante  discovers  new  faces  in  the  company  before  him, 
and  determines  how  he  can  best  combine  these  forces  with  the  others  already 
in  operation.  Note  the  truth  of  the  following  as  applied  to  Meyer:  "Seine 
Fabel  lag  in  ausgeschutteter  Fulle  vor  ihm;  aber  sein  strenger  Geist  wahlte 
und  vereinfachte,"3  and  again:  "Dante  schopfte  Atem.  Dann  endigte 
er  in  raschen  Satzen."-*  This  may  be  compared  to  Hans'  criticism 
of  his  haste  to  reach  the  end  of  the  story,  when  he  says:  "Die 
(iiiule  laufen  rascher,  wenn  es  dem  Stalle  zugeht."4  The  interest  mani- 
fested by  the  characters  in  the  development  of  Dante's  tale  is  made  both  a 
revelation  of  their  mental  states  and  of  the  keenness  of  the  poet's  penetra- 
tion. The  fact  that  the  story  is  actually  told  and  that  his  hearers  interrupt 
with  questions,  admits  comment  by  the  poet  on  his  own  invention.  He 
suggests  the  question  of  the  propriety  of  soliloquy;  he  expresses  his  resent- 
ment at  his  banishment;  and  even  interprets  what  he  has  said  about  histori- 
cal characters  in  the  "  Inferno"— all  of  which  make  his  appearance  more 
real. 

The  narrator  of  the  frame-story. — Surely  no  more  significant  person 
than  Dante  could  be  chosen  to  tell  a  story.  It  might  be  said  that  this 
method  has  the  disadvantage  of  presenting  a  great  personality  from  the 
point  of  view  of  an  inferior  personality.  Unquestionably,  that  danger  is 

«  Knowlton,  How  to  Writ*  a  Navel,  p.  66.         3  Ibid.,  p.  153. 

•  Du  H octant  des  Monchs,  p.  90.  4  Der  Heilige,  p.  223. 


i: 


always  threatening  in  the  treatment  of  pens  bfatorkal 

must  be  equal  to  tbe  task  he  sets  himself.    But  an 

something  to  say  will  be  likely  to  choose  as  tbe  narrator  of  bis 

suited  to  the  position.    If  he  iiqiiseM  bis  own  views,  be 

character  of  such  worth  that  he  (the  author)  would  m*  be 

•peak  through  him.    SbuM  the  author  deliberately  cboov  i 

with  only  a  limited  or  prejudiced  '••TKtfKhm  of  hie  tame,  it  mum  be  ibat 

his  motive  for  to  doing  would  be  made  aa  plain  to  tbe  reader  a*  it  is  in 

his  own  mimt 

Let  us  consider  the  other  story  teller*  Meyer  has  given  us: 
humanist  and  author  of  "Facetiae,"  and  Fagoo.  the  pbynkfen  of 
\  I V,  versed  in  the  etiquette  of  that  court.  They  are 
the  place.  On  the  other  hand,  there  is  Haas  to  0rr  Jfoffe 
Swabian  archer,  but  one  who  has  been  a  monk  and  gained  a  little 
and  who  does  not  tell  his  story  till  the  cl<*e  of  his  nearly  ttfetong  ••uhlfcia 
with  two  such  men  as  Becket  and  Henry  II.  And  again,  bis  relations  to 
the  two  men  have  been  and  remain  such,  that  his  "i 
spaltig "  and  his  "Gedanken  bleiben"  "wie  vc 
He  is  also  one  who  can  in  no  wise  be  partisan,  for  the 
he  was  an  acceptable  servitor  to  the  king:  he  was  neither 
Saxon.  This  enables  Meyer  to  do  full  justice  to  both  the  chief 
He  presents  Hans  as  having  a  subtle  bond  of  sympathy 
faithfully  serving  the  king;  having  even  a  tense  of  personal  injury 
the  archbishop,  yet  admitting  the  wrongs  of  the  Utter  aad  bis  final  victory. 
The  details  of  Becket 's  early  life,  his  rise  aad  pride  to  his  exalted  posfcton, 
are  reproduced  in  the  form  of  rumors  which  reach  Haas  on  bis  arrival  to 
England;  the  reader  is  at  liberty  to  believe  as  much  or  as  little  aa  be  wB. 
Hans  says  it  is  difficult  to  find  the  "  Goldkorn  der  Wahrbeit." 

There  is  a  purely  artistic  question  to  be  raised  as  to  the  relation  iufMM 
the  frame  and  the  inclosed  story.  A  frame  with  such  a  grant  figure  as  tbat 
of  Dante1  may  cause  the  story  set  within  it  to  Mem  insignificant,  wbQe  one 
with  such  ordinary  constituents  as  Hans  aad  the  priest  to  tbe 
in  Dfr  Hetiigc  ^introduced  as  a  concrusioB  to  tbe  story  of  tbe 
Thomas  Becket  may  seem  an  anti-climax.  According  to  a  letter 
his  sister  in  1 877,'  Meyer  had  concluded  to  tell  the  story  im  frvprfc  t 
His  reasons  for  doing  otherwise  have  been  quoted.*  Tbe  principal 
reason  is  the  one  he  has  numbered  three— to  have  the  testimony  of 
an  eyewitness  as  to  the  greatness  of  this  unique  character.  Wt  gnto  tbe 
Hettclhdm,  *p.  «*..  p.  i  rt.  » Set  above.  \> 

•  Cf.  Frry.  op.  eit .  p.  17*. 


, 
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knowledge  of  the  way  in  which  Bcckct  is  regarded  as  well  as  the  glimpse 
of  his  deeds  in  an  objective  way.  By  this  frame  device  Meyer  has  also 
succeeded  in  maintaining  the  mediaeval  spirit  throughout.  We  may 
compare  the  story  as  a  closely  woven  fabric  with  Thackeray's  Henry 
Esmond,  which  purports  to  be  the  memoirs  of  this  man  who  lived  in  the 
preceding  century  and  presents  its  warrant  for  historical  coloring  in  this 
way.  But  in  either  case,  the  later  history  of  the  principal  actors  must  at 
least  be  indicated,  and  we  find  this  in  Der  HeUige  nicely  intermingled  with 
the  frame,  so  that  there  remains  actually  but  a  page  at  the  end  devoted  solely 
to  the  setting. 

Analogous  to  this  arrangement  of  material  is  the  correspondence  and 
balance  to  be  observed  in  the  first  and  last  chapters  of  the  other  stories  giving 
the  frame  effect.  These  chapters  of  Die  Richterin  present  the  appeal  of 
Stemma  to  Charles  the  Great,  and  his  appearance  in  person  to  answer  it. 
Die  Versuchung  des  Pescara  opens  in  Milan  with  the  portrayal  of  Sforza's 
fears  and  at  the  close  shows  him  defeated,  yet  protected  by  Pescara.  Das 
Amulet  contains  an  introduction,  after  which  the  hero  tells  his  story  in  the 
first  person. 

Unity  of  action  implies  consistency  with  the  character  in  each  case,  and 
the  attempt  has  been  made  to  show  that  this  is  true  even  in  the  case  of 
a  book  like  Jurg  Jenatsch  which  has  been  criticized  as  having  too  many 
complications  in  the  action.1 
»  S«e  above,  p.  35. 


IV.    MODALITIES  OF  COMPOSmON 
Meyer's  plot  with  its  essential  elements  ol 
unity  manifests  certain  character!*!*  fe* 

here  grouped  under  the  name  of  modaHfkt  of  co»poswfc»     It  wfl  bt 
found  that  some  examples  ul  the** 


in  the  discussion  ol  other  topics.    But  each  is  of  so  frr<|urni  utv  by  Meyer 
as  to  render  separate  mention  ol  it  necessary. 

SymboHsm.-Mcycr  makes  frequent  use  of  ijrmliniw  lor 
thought  vivi.i  and  significant.  The  manner  in  which  he  has 
the  comprehension  of  his  characters  by  giving 
been  illustrated.1  The  Christian  symbolism  in  Dtr  Hfilift  hat 
been  observed  under  suspense.'  We  know  that  Becket's  biographers  were 
fond  of  comparing  him  to  the  Saviour,  and  their  accounts  are  ohe»  mi- 
trustworthy  for  this  reason.  Meyer  has  made  artistic  me  of  this  material 
Similar  to  this  is  Auguste  Leubelfing's  impression  of  Gustavus  Adolphus' 
i  ranee  in  Naumhurg.*  Angela  Borgia  bears  the  nark  of  the  cross  on 
her  forehead  as  indicative  ol  her  meek  and  sincere  desire  for 
Victoria  Colonna  refers  to  Michelangelo's  prophets  and  sybfcfe. 
voke  an  expression  ol  Pescara's  attitude  toward  Morone's  mission.  Aa  he 
asks:  "Was  predigen  und  weissagen  diese  r  she  repfe 
Knechtschalt  lialiens  und  verkundigen  den 
land !"«  Thus  Pescara  and  Gustavus  Adolphus  are 
could  raise  the  people,  whose  leaders  they  are,  to  victory  over  their  enemies, 
while  Becket  suffers  persecution  for  his  loyalty  to  the  church.  The  whole  of 
Die  Versufhung  (Us  Pescara,  however,  is  symbotic,  and  in  a  doable  sense, 
as  Rodenberg  wrote  Meyer,  "im  prolanen  und  heOigen  Sinn 

Lucretia  Borgia's  new  attitude  in  life  is  emphasised  both  by  her  own 
thought  on  seeing  the  rope  dancer  perform  in  celebration  of  her  catty  into 
Ferrara  and  by  the  interpretation  ol  the  figure  of  Cupid  bound  and  with 
torn  wings,  having  lost  his  arrows.    The  widening  stream  of  the 
brook  is  representative  ol  the  breach  between  Jei 


can  never  be  entirely  stopped.6    The    'Be* her"  and  the  "tUftlm"  to 
Die  Richterin  are  organically  connected  with  the  maintlMM.  WvMrinidb 

•  See  above,  p  *D*  Vmrnikm*  am  Fiiisfs,  sv 

•  See  above,  p  4 ;  «  Ct  li%a«iirt  •}.  dL.  sv  154. 
J  G*st*v  Adolfi  Ptgt,  p.  540. 

ss 
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us  the  meaning  of  the  horn's  note,1  and  this  becomes  the  explanation  of 
Stemma's  shrinking  from  its  blast  and  throwing  it  away.  It  is  when 
bearing  it  again,  apparently  sounded  by  supernatural  agencies,  that  she 
reveals  her  secret  almost  mechanically,  as  if  answering  to  its  summons  to 
judgment.  The  Cardinal's  jealousy  in  Angela  Borgia  calls  up  the  image 
of  the  bird  of  prey.  This  is  likewise  a  sign  for  Lauenburg's  revenge  in 
Gustav  Adclfs  Page.9 

The  symbolic  significance  of  the  lyrics  and  of  Ben  Emir's  allegory  in 
Angela  Borgia  has  also  been  remarked.*  The  moral  of  the  allegory  is 
applied  to  Lucretia's  life,  to  Giulio,  and  by  Angela  to  the  Cardinal  himself 
who  does  not  conform  to  the  doctrine  he  professes.  This  element  is  poeti- 
cally used  to  awaken  the  reader's  emotion  in  Die  Versuchung  des  Pescara. 
Victoria  Colonna  and  Pescara  have  spent  a  holiday  in  the  harvest  fields 
listening  to  the  reapers'  song  and  each  binding  a  sheaf.  When  Pescara 
finally  succumbs  to  the  effect  of  his  wound,  he  resembles  "einem  jungen, 
magern,  von  der  Ernte  erschopften  und  auf  seiner  Garbe  schlafenden 
Schnitter."4 

A  similar  effect  is  produced  by  the  description  of  Mouton's  illustration 
of  Ovid  in  which  he  unconsciously  gave  to  the  victim  of  the  Furies  the 
features  of  Julian.5  Even  Mouton,  the  unlearned,  had  a  dim  perception 
of  Julian's  inner  struggles.  This  mystery  and  suggestive  power  is  also 
manifest  in  Schadau's  dream  on  the  eve  of  St.  Bartholomew,6  a  poetic 
germ  which  the  author  later  developed  in  the  ballad  "Die  Karyatide." 

Ich  meinte  mich  noch  an  die  Eisenstabe  zu  klammern  und  hinaus  zu  blicken 
auf  die  rastlos  flutende  Seine.  Da  plotzlich  erhob  sich  aus  ihren  Wellen  ein  halb- 
nacktes,  vom  Mondlicht  beglanztes  Weib,  eine  Fluszgottin  auf  ihre  sprudelnde 
Urne  gestiitzt,  wie  sie  in  Fontainebleau  an  den  Wasserkiinsten  sitzen,  und  begann 
ru  sprcchen.  Aber  ihre  Worte  richteten  sich  nicht  an  mich,  sondern  an  eine  Stein- 
frau,  die  dicht  neben  mir  die  Zinne  trug,  auf  welcher  die  drei  fiirstlichen  Ver- 
schwdrer  gestanden. 

"  Schwester,"  frug  sie  aus  dem  Flusze, "  weiszt  vielleicht  du,  warum  sie  sich 
morden?  Sie  werfen  mir  Leichnam  auf  Leichnam  in  mein  strommendes  Bett 
und  ich  bin  schmierig  von  Blut.  Pfui,  pfui!  Machen  vielleicht  die  Bettler,  die 
ich  abends  ihre  Lumpen  in  meinem  Wasser  waschen  sehe,  dem  Reichen  den 
Garaus?" 

"Nein,"  raunte  das  steinerne  Weib,  "sie  morden  sich,  weil  sie  nicht  einig 
find  Uber  den  richtigen  Weg  zur  Seligkeit."  Und  ihr  kaltes  Antlitz  verzog  sich 
rum  Hohn,  als  belache  sie  eine  ungeheure  Dummheit 

*  Cf.  Die  Richterin,  pp.  281,  339,  349.         «  Die  Versuchung  des  Pescara,  p.  222. 
'  Gustav  Adoljs  Page,  p.  341.  s  Die  Leiden  eines  Knaben,  p.  229. 

*  See  above,  p.  49.  6  Das  Amulet,  p.  98. 
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Symbolic  "*fc»*fcM>«  MMJ 

/  •      - 

and  actions  of  corresponding  import.    H*  pcfplafcy  d  U» 
who  ga*e  on  the  chess  player*,'  Pwara  ai»d  Victoria,  and  int  dot*! 
inj*  Ptscmra's  move  make  the  sphiiulikr  temperament  of  in*  soldbr 
real.    Abraham  sacrificing  Isaac  looks  down  upoo  the  eider 
who  hat  offered  up  his  son  to  satisfy  hfe  boaitfateM.*    Tmwfti 
of  harmuny.    The  Israelites  eating  ••»»•*  *^  in  the  wfldetMM  font  ft  con- 
trast to  the  famished  condition  of  the  people  of  Milan,*    It  fc  fitting  that 
the  figure  of  Justice  beholds  Jenatsch  killed  at  her  fort. 

Meyer  fully  realized  the  value  of  this  kind  of  *"T-fl     || 
emphatic,  and  suggestive.    Whatever  the  n^aim  made  by  the 
there  is  certain  to  be  association  made  with  a  wide  range  of  other 
ence.  <  nrit  hing  the  context  immeasurably.    The  symbol  and  the 
signified  then  become  indivisible,  one  implying  the  other.    But  the 
of  mystery  and  inexplicahleness  abides. 

Suggestivcttess  and  €om  frtjj***.—  Thb  sim»liii  quaity  and  con 


smn  in  Meyer's  work  deserve  further  attention.  His  cartful 
of  details  to  promote  the  development  of  the  theme  gives  ft  soue  of  rapid 
movement  which  is  also  sure.  A  succession  of  happenings,  the  seojueacr  of 
cause  and  effect,  are  often  stated  with  great  brevity,  making  an  improdon 
by  the  very  lack  of  emphasis.  In  telling  of  the  wounding  of  Trutian  Grim, 

>  n<>t  the  important  thing  at  all  and  must  be 
used,  however,  convey  a  vivid  picture,  "Kin  Schwrrthieb, 
und  der  vom  Leibe  getrennte  Arm  sank  mil  dem  Kreui  auf  die  Knk  "• 
A  long  sentence  with  a  rapid  Mtrcession  of  verbs  produces  tms  enVct  of 
simultaneous  action.  The  king  tries  Hans'  bow  with  Us 
quickness:  "Nahm,  spannte  sic,  legte  den  Weil,  trat  an 
Fcnstcr  und  schosz  nach  einer  Krihe.M>  Short 
give  the  same  result.  "  Argenson  aog  mich  mil  skh  fort.  Wk 
und  mllten."6  The  employment  of  brief,  even 
the  speech  of  the  enigmatical  VYertmuUer'  and  of 
Argenson  and  Coligny  is  more  properly  noted  in  the  discussion  of 

Again,  a  few  words  may  invoke  a  long  train  of  thought  or 
a  situation  completely.    Henry  11  enters  into  Becket's 
1  Di*  K«rnic*tt«f  d*s  PtMtra,  pp.  15.  16,  17.  *'- 

•  G*sloT.'  Adeljt  Page,  p.  a?a. 

«  Die  Vtrmtkmmi  d*j  Puttr^  pp.  i 

«  Dtr  Htilitr,  p.  .'  •  /**.  I 

•  DM  Lridtn  rimu  Km4*^  p.  147 

»  D*  Sck*n  v.  d.  K^nti,  pp.  138,  i6».  163.  u  »  • 
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as  follows:  '"So  laszt  er  sich  Icichtcr  handhaben,'  ging  der  Konig  auf  den 
Odankcn  seines  Kanzlers  ein."1  Schadau's  simple  statement :  "  Der  Tote 
lag  mir  auf  der  Seele,"1  needs  no  amplification.  Pere  Tellier's  attitude 
toward  the  world  is  significantly  expressed :  '  Kin  Unrecht  bekennen  und 
siihncn!  Der  Jesuit  knirschte  vor  Ingrimm."1  Jenatsch's  sudden  anger 
is  anticipated  by  the  comment  on  Serbelloni's  speech:  "Das  war  ein  unzci- 
tiges  Wort."*  Wulfrin's  horror  at  his  own  thoughts  and  his  audacious 
utterance  b  attributed  to  the  echo:  " '  Palma  mein  Weib !'  Das  Echo  entsetzte 
sich  und  verstummte."*  The  imagination  is  able  to  supply  the  details 
of  the  carnage  in  Paris,  when  Schadau  says:  "Blutgeruch  erfulltc  das 
Haus."6  Sometimes  this  ellipsis  occurs  in  the  form  of  a  succession  of 
nouns,  as  in  the  description  of  Auguste-  Leubelfing's  emotions  in  her 
proximity  to  the  king: 

Eine  Jagd,  cine  Flucht  siiszer  und  stolzer  Gefiihle,  qualender  Befiirchtungen, 
vcrhehlter  Wonnen,  klopfender  Pulse,  beschleunigter  Atcmziige,  soviel  nur  cine 
junge  Brust  fassen  und  ein  leichtsinniges  Herz  genieszen  kann  in  der  Vorstunde 
einer  totenden  Kugel  oder  am  Vorabend  einer  beschamenden  Entlarvung!7 

Parallelism. — Meyer  takes  cognizance  of  the  habit  of  the  imagination  to 
look  out  for  resemblances  rather  than  for  differences,  and  that  it  is  not  satis- 
fied with  likenesses  between  parts  but  seeks  to  find  similar  wholes.  M;my 
instances  of  parallelism  are  to  be  found  in  the  Novcllen.  In  Der  Heilige 
Hans  tells  the  story  of  his  own  life  as  an  introduction  to  that  of  the  new  saint, 
because  of  the  close  connection  of  his  life  with  Becket.  He,  too,  has  been  a 
monk  and  has  a  knowledge  of  literature,  has  traveled  and  lived  among  the 
Moors.  The  fate  that  overtook  his  sweetheart  is  but  a  forerunner  of  that 
which  causes  Becket's  anguish.  He  is  moreover  characterized  by  loyalty 
even  as  Becket  is.  Hans  and  his  rival,  Trustan  Grim,  become  the  followers 
of  the  king  and  the  archbishop  respectively.  Both  are  witnesses  of  the  latter's 
death  and  both  try  to  save  him.  Later  both  go  on  a  pilgrimage.  The 
fable  of  Prince  Moonshine  is  but  an  epitome  of  our  novel.  Hans'  immediate 
application  of  the  story  is  to  his  own  departure  from  Cordova.  The 
story  is  compared  to  that  of  Becket's  father  and  mother  in  point  of  improba- 
bility. It  is  also  to  be  noted  that  the  immediate  events  of  Becket's  death 
are  told  by  Hans  at  the  same  hour  at  which  he  died  and  on  the  anniversary 
of  the  event. 

The  risk  of  exposure  which  Auguste  Leubelfing  runs  is  shown  objectively 

1  Der  Heilige,  p.  1 27.  s  Die  Richterin,  p.  374. 

•  Das  Amulet,  p.  72.  6  Das  A  mulct,  p.  1 08. 

J  Die  Leiden  fines  Knaben,  p.  255.  1  Gustav  Adoljs  Page,  p.  291. 

4  Jtrg  Jenalxk,  p.  305. 
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through  her  knowledge  of  Gustavus  Adolpbus*  fccfinp  rq 
and  his  treatment  of  Corinna,    Hie  uecoeecious  hebk  oi 
benefit  tales  that  would  interest  a  girl  rather  than  ft  bey 
seem  more  imminent.    His  own  liengNer,  too.  deceive 
does.   Stemma's  force  of  will,  whkh  uphold  her  so  los^  could  e^UafC«e- 
dated  without  the  story  of  Faustine.    There  is  also  ft  Mcpartk* 
situation  between  Wulfrin  and  Faustine.    The  rnmaril  of 
Julian's  death  as  an  echo  of  Julian's  speech  about  Us  friend 
forms  an  artistic  conclusion  to  the  story  in  its  eJajiiclfj,  toilif, 
utu T  absence  of  straining  after  effect.    Just  as  m  Me  OM  gets  ft  nrw  i 
of  the  triviality  or  falseness  of  Us  aims  and  views  by 
by  others,  so  in  literature  a  truer,  firmer  appreciation  of  what  a 
stands  for  is  gained  from  this  objective  method  of 
Obj  Features  of  Meyer's  style  thus  far 

parallelism,  and  the  representation  of  mental  states  by  the  use  of  dreaoMaad 
visions,  conduce  to  a  rar  >f  treatment.   He 

personality  completely  behind  that  of  his 
utterance  to  his  inmost  thoughts  simply  for  their  own  sake;  even  Us  lyric* 
have  this  objective  quality.     He  has  expressed  the 
were  not  true  in  their  essence,  that  only  under  the 
be  true;  where  he  objectivates  his  experience  into 
closes  its  incompleteness.'    Thus,  as  in  the  case  of  Kleist,  Us 
has  been  the  force  which  has  stamped  Us  stories  with  the 
He  does  not  comment  on  the  events  he  depicts  or  on  the  acton  in 
He  adopts  the  viewpoint  of  the  characters.    They 
such  as  are  appropriate  to  their  nature.     It  is  becaui 
creations  and  have  each  his  peculiar  individuality  that  we  are  able  loeeei 
in  action  and  hear  them  speak, 
events  only  as  they  themselves  do.  Meyer's  i 

of  stimuli.    We  have  already  observed  this  in  his kmsmiiif  el 

people  with  whom  he  came  in  contact.     It  was  as  true  of  Us 
and  imaginative  experience.    This  response,  huwcvir.  did  not 
itself  as  emotion,  but  by  giving  to  the  characters  he  creeled  the  hue 
trend  of  his  own  min-i      lUxamer  expresses  tUs  idea  in  the 
[tiu-  characters]  tragen  die  Handlung  wie  ein  Gewand.  und 

<  Dit  Uidtm  m*«f  Kmab**,  pp.  MJ.  167. 

\Vahr  bum  ich  nur  unter  dtr 
und  in  beide  unpdtafj 

Verkleidungeo  wdt  mehr  von  mi 
dfaser  Lyrik."— Letter  to  Lube  v.  Fraofcb.  quoted  by 
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macht  die  Personlichkeiten  aus  ihnen,  als  die  sie  erscheincn."1  While 
they  are  individual,  they  make,  nevertheless,  a  universal  appeal.  For 
this  embodiment  of  the  typical  features  of  the  age  and  of  human  experi- 
ence, it  has  been  said  that  Angela  Borgia  is  the  most  objectively  treated 
of  any  of  his  works.'  The  characters  are  here  shown  in  their  relation  to 
the  natural  milieu.  The  author  has  shown  us  in  his  plan  for  Der  Heilige 
his  method  of  making  the  individual  case  universal.  His  problems  are 
none  the  less  vital  because  he  clothes  them  in  mediaeval  garb. 

Subjectivity. — When  it  is  said  that  Meyer's  characters  utter  thoughts 
appropriate  to  their  own  experience,  it  must,  on  the  other  hand,  be 
admitted  that,  inasmuch  as  they  embody  various  sides  of  Meyer's 
own  nature,  the  words  they  speak  may  often  voice  his  sentiments 
and  their  attitude  is  quite  probably  his  own  attitude.  He  is  express- 
ing his  own  feelings  when  he  says  that  Ariosto  abhorred  "jedes 
fremde  Eingreifen  in  einen  Seelenvorgang  als  Gewalttat,"  and,  "Denn 
der  Quell  echter  Reue,  das  wuszte  er,  sprudelt  in  heiligen  Tiefen, 
und  nur  in  der  einsamen  Stille  seines  gottlichen  Ursprungs  waschen 
sich  schuldige  Hande  und  Seelen  rein."*  This  trait  appears  in  Hans, 
in  Becket,  and  in  the  king,  with  a  slight  variation,*  as  well  as  in  many  others 
already  mentioned.5  The  frame-stories  contain  observations  of  the  story- 
tellers, particularly  Der  Heilige,  where  Hans'  reflections  detract  somewhat 
from  the  distinctness  of  the  tale.  Dante  and  Fagon  both  voice  a  slightly 
fatalistic  view:  "Das  Gesprach — giebt  es  beschleunigende  Damonen,  die 
den  Steigenden  sturmisch  emporheben  und  den  Gleitenden  mit  grausamen 
Fiiszen  in  Tiefe  stoszen;"6  "Oft  zeigt  uns  ein  prophetisches  Licht 
den  Rand  eines  Abgrundes,  aber  dann  kommt  der  Witz  und  kliigelt  und 
lachelt  und  redet  uns  die  Gefahr  aus."7 

Although  some  of  the  characters  show  us  Meyer  to  a  greater  degree 
than  others,  yet  he  has  put  himself  into  all.  We  have  his  own  words  to 
prove  that  he  is  to  be  found  in  Morone  as  well  as  in  Pescara.8  He  could 
not  have  depicted  the  violent  passions  of  Henry  II,  had  he  not  felt  the  sweep 
of  passion  within  himself.  Becket  unites  the  qualities  of  the  active  diplo- 
mat and  of  the  passive  idealist  which  the  author  possessed.9  Meyer's 
objectivity  "wurzelte"  in  his  subjectivity.10 

1  Holzamcr,  op.  tit.,  p.  41.  4  Der  Heilige,  pp.  15,  131,  172. 

•  Ibid.,  p.  51.  s  See  above,  p.  18. 

•  Angela  Borgia,  p.  106.  6  Die  Leiden  eines  Knaben,  p.  262. 
7  Die  Hockseit  des  Mdncks,  p.  79. 

•  Letter  to  Bovet,  quoted  by  Holzamer,  op.  cit.,  p.  10. 

•  Cf.  Holzamer,  op.  cit.,  p.  9.  «<>  Ibid.,  p.  4 1  • 
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*Wom  thai  the  author  canbtdboovmd  osss*afars*  of  ( 
ston  which  reveals  the  viewpoint  of  an  outsider.    Tbr 
remark  as  "abcrgliubisch"*  or  a  comment  upo*  ihr 
Sprat  he  des  Jahrhundert*"'  are  found,  but  with 
on  the  finger*. 

All  <>f  i he  \<n*Ue*  have  ethical  rffnttcaacr  and 
thrmc  ^retribution,  as  in  J*?t  JauUxk.  Dm  HtiHp,  and  D»  *****•• 
But  none  has  this  tendency  so  developed  as  to  place  ts»  story  to  U»  das* 
<>(  (iidactic  novels.  It  is  rather  a  matter  of  his 
Meyer  learned  to  symphathixe  with  the  PmHrtinl 
Ilirmin's  family.  Again,  the  Reformation 
fully  in  Switzerland.  Thus  the  Protestant  tone 
Amulet,  Jilrg  Jenotsch,  Die  UUm  «*Mt  K *****.  and 
is  partially  the  reflection  of  the  national  history.  The  mrinMl  eiesMM  in 
the  author's  work  is  evident  to  one  who  remembers  Ito  Am*bt,  Jt*g 
Jenatsfh,  Der  Sekus*  vtm  fa  Kamui,  D*  Ritkltn*.  Ukcwisc.  Zlrick 
is  the  setting  of  Der  Hetiige.  The  Swiss  spirit  ol  ir*Vpea«ie»fi»  of  pre- 
serving existing  privileges  intact,  is  revealed.  The  yopipMcai  po^boo  of 
his  country  between  France  and  Germany  and  Meyer's  own  fetation*  to  list 
two  peoples  caused  a  certain  feeling  of  conflict.  But  the  triumph  of  UK 
Germans  led  him  finally  to  ally  himself  with  their  came. 

Auf  diese  grosxen  Begebenhetten,  derro  Wurarln  and  Vc 
seiner  Jugendselt  beschiftigt  batten,  sind  die 

!cn  und  vidcr  seiner  poetischen 
standcn  aus  dem  Wunsche,  die 
chen  in  ihrrm  Kampfe  und  siegrrichen  Ul 
poetisches  Bild  der  Wirklichkcit  genxht  wOrde, 
Mdster  der  Renaissance  in  Malerei  und  Skulplur  sjrun  hi  tint » 

Romantic  features.— The  very  themes  of  the  Afadfo,  the 
and  confused  feelings  in  the  human  heart,  the  test  of  loyalty  to  a 
power  or  to  an  ideal,  are  romantic.  His  characters  have  ambkiotts  and 
desires  that  cannot  be  satisfied,  as  Julian's  to  be  a  soldier.  Jeoatsdft 
to  mam-  Lucretia.  The  development  of  the  action  must  nerds  be  throng!) 
romantic  situations.  Of  these  there  are  many.  We  find  uswipsfflnl 
meetings  with  old  acquaintances  or  enemies,  at  of  Schadau  with  bb 
former  fencing-master  through  whose  aid  he  effects  bb  escape,  and  ol 
Jenatsch  with  the  Spanish  lieutenant  and  the  brother  of  the  man  be 
had  thrown  down  in  the  church  in  Berbenn.  He  meets  Lucretia  at 


«  .'*rg  Jematsck.  p.  330.  *  B«S«y  Mcjnr.  ft*  «,  f>  ffr 

•  AngtU  Borgi*.  p.  43- 
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Rohan's.  Hans  finds  Trustan  Grim  as  one  of  Becket's  followers. 
Astorrc  meets  Antiope  on  the  bridge.  Then  certain  critical  situations 
occur,  as  the  death  of  Boccard  by  the  shot  from  his  friend's  pistol,  Jiirg's 
killing  the  father  of  the  girl  he  loves,  her  freeing  him  when  he  is  arrested 
as  a  spy,  Lucretia's  act  of  self-defense  at  Milan,  Pcscara's  treatment 
of  the  Swiss  who  has  given  him  his  mortal  wound.  The  author  is  also 
fond  of  horror  scenes.  We  see  Paris  drenched  with  Huguenot  blood, 
Chatillon  crushed  on  the  pavement,  the  death  scenes  of  Planta,  Jenatsch, 
Grace,  Becket,  Gustavus  Adolphus  and  his  page,  Stemma,  Pescara,  Antiope 
and  Astorre,  and  the  general  confusion  at  the  end  of  Die  Hochzeit  des 
Mthtfhs,  as  well  as  the  blinding  of  Giulio  d'Este.  "Bei  Meyer  findet  das 
tragische  Motiv  in  einer  Todesscene  seinen  Hohepunkt.  Diese  Todes- 
scenen  sind  bei  ihm  stets  kUnstlerisch  durchgebildct  und  von  i-im-m 
gesunden  Realismus  getragen."1  These  scenes  are  used  both  as  the  final 
situation  in  a  chain  of  tragic  complications  and  as  an  element  <>f  release  from 
suffering.  He  does  not  use  them  solely  for  their  own  sake  but  to  complete 
'  the  idea  of  the  character.  He  did  not  like  what  would  be  called  a  sensation.* 
We  know,  for  example,  his  real  opinion  of  Jenatsch,  yet  he  was  able  to 
enter  himself  into  what  might  have  been  Jenatsch's  interpretation  of  his 
own  character,  and  make  the  reader  see  him  in  the  best  light  possible  and 
as  a  man  with  a  great  deal  of  magnetism. 

Other  romantic  material  is  the  use  of  the  past,  the  love  of  Italy  as  the 
land  of  promise  for  the  artist,  references  to  oriental  wisdom,  the  love  of  beauty 
and  color,  the  supernatural,  fatalistic,  and  miraculous  elements,  the  many 
allusions  to  works  of  art  and  descriptions  of  them,  the  preference  for  evening 
as  a  time-setting,  and  the  use  of  storms  and  sudden  changes  in  weather, 
and  the  frame-story  form.  The  prevailing  tone  in  his  vocabulary  will  be 
discussed  later.  The  descriptions  of  paintings,  as  already  noted,  are  intro- 
duced symbolically,  as  is  the  representation  of  the  Roman  Tullia,  or  of 
Pescara  playing  chess  with  Victoria  Colonna.  The  purpose  is  to  give  an 
understanding  of  the  essence  of  the  character  or  the  situation,  as,  for 
example,  the  description  of  the  "  Schlangensaal "  where  Morone  is  detained 
as  a  prisoner.  This  symbolism  is  a  romantic  feature. 

Meyer  did  not  refuse  to  admit  the  existence  of  inexplicable  and  myste- 
rious occurrences  in  human  experience.  He  lets  Poggio  say: 

Ich  weisz  nicht,  mein  Cosmus,  wie  du  vom  Wunderbaren  denkst  ?  Ich  selbst 
denke  laszlich  davon,  weder  aberglaubisch,  noch  vermessen;  denn  ich  mag  die 
absoluten  Geister  nicht  leiden,  welche,  wo  cine  unerklarliche  Tatsache  einen 

1  Greinz,  op.  ctt.,  p.  147. 

»  Cf.  Betsey  Meyer,  op.  cit.,  p.  9. 
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Dunstkrris  von  AbergUube*  urn  ska 
und  Hof-ohnr  Prufung  and 
oder  cbco  to  ftummafiach 


But  as  already  suggested,  Meyer  IMS  tkeck«k**tUi<*»;  hfevork 
is  distinctly  orgaiu^i  and  concme,  Ik  piefemd  "edfe  Kalak  und  stilt 
Grosse,"  even  as  Bccket  preferred  to  fast  upon  hu  tiaiues  ol  sserbat  inan 

upon  the  jealous  and  pessinnsie  Queen  Else**     He  g>vt»  rather  *    r«J 
ism  of  motive*  and  emotions."*    HU  characters  do  not.  like  ikoav  oi  ihr 
Romanticists,  lack  character.    They 
of  their  own  worth  and  self-reliance. 


may  not  be  those  of  ordinary  people,  but  they  imply  A 

neat  which  with  her  practical  ronfrslmei 

to  vain  regrets  is  not  to  be  paralleled  in 

pbere  of  the  fable  pervading  the  book  is  in 

as  this  was  a  lime  when  superstition  and 

nature  was  common.    We  are,  then,  led  to  the 

given  a  realistic  treatment  to  romantic  material.    So  far  as  I  know,  the  only 

expression  of  this  is  to  be  found  in  a  letter  of  Rodenbtf|  to  Meyer: 

It  h  habe  etwas  ....  in  Ihnen  gefunds*, 
tische  Zug  in  Ihnen  so  ganx  eigeiunig  in  Ihrrr  voJlk 
lung  gestaltet.  I  -  h  roochte  Sic  ketnen  Runu. 


Renaissanzdichtcr,  genlhrt  an  der  Qucllc  der  Allen, 
Leben  hineinpaszt.' 

Yet  in  spite  of  any  subjective  and  romantic  traits  found,  it  must  be 
granted  that  in  general  the  words  of  Betty  Paoli  to  Meyer  are  true 

Das  sind  nicht  die  Anachauungen  und  Kmpnndungrn  eims  elnsslnss)— es  kl 
gieichsam  die  Stimmc  der  Mcnachhcii,  die  trir  in  Ihreo  Woflen  versckssm. 
Doisttuchdr^ckrMcrkmjac,an6rt>eQSkerkrnoilidiatod:  dbAkwessnksk 
ailes  nur  Personlichen  bd  so  grosser,  acharf  ausgrprlfter  QfHMfcnickfctk  db 
Sie  auch  eine  nur  Ihnen  angehorige  Sprache  nnden  Boss.* 

Realism.— In  discussing  the  question  of  realism  in  Meyer's  work,  k  is 
necessary  to  remember  that  the  .\Vttflrn  nave  history*!  subjects,  and  a 
consideration  of  the  way  in  \%hkh  the  periods  treated  are  portrayed,  w«  sup- 
port the  statement  that  his  work  has  realistic  features.  With  the  exception  of 
the  modern  phraseology-- for  which  older  forms  could  kanfly  be  selstkuStil 
and  the  novels  remain  intelligible— the  matter  of  the  .VmtfM  b  a  perfect 


I'M  \o*mt*M*tt*r.  p.  138. 
•  Frank  Norm.  Tk<  R*3fi*»rit*iHn  •/  lM  .V*w*«n.  «W 
(London,  1903),  p.  18. 


Quoted  by  LangmeMer,  of  til.  pp.  ta6«  t»;         •/*•*.  p  taft, 
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mosaic  of  historical  fact.  The  whole  forms  an  exquisite  picture  and  the 
bits  and  colors  fit  and  blend  so  imperceptibly  that  the  mind  perceives  it 
only  as  a  whole,  close  scrutiny  being  demanded  to  detect  the  separate  parts. 
It  is  the  atmosphere  pervading  the  story  which  is  most  appreciated  rather 
than  the  correct  and  varied  use  of  detail.  But  the  illusion  could  not  be  so 
felt,  were  the  details  not  so  carefully  wrought  into  the  picture.  When 
Das  Amulet  appeared,  the  critics  ascribed  to  the  matter  of  the  story  beauties 
which  in  reality  belonged  to  the  work  of  the  artist.1 

Among  the  variety  of  details  are  the  descriptions  of  architectural  features 
and  of  interiors  colored  by  national  characteristics,  to  be  considered  in 
connection  with  the  other  settings;  the  references  to  important  events 
contemporary  with  the  action  of  the  story,  the  character,  accomplishments, 
or  death  of  celebrated  people,  the  popularity  of  the  works  of  certain  authors, 
the  completion  of  prominent  buildings,  the  names  of  bridges  and  streets, 
the  descriptions  of  wedding  and  funeral  customs,  and  the  attitude  of  the 
people.  Civic  and  national  conditions  are  introduced.  Nilrnberg,  we 
are  told,  is  a  "  kunstfertige  Stadt"  and  Leipzig  is  said  to  be  "aufbliihend." 
Hans  speaks  of  the  progress  of  the  arts  and  sciences  among  the  "heathen," 
and  by  contrast  the  ignorance  of  them  in  Germany  is  suggested;  Herr 
Burkhard  has  seen  no  sculpture.  The  court  of  the  Estes  is  "pracht- 
liebend."  The  conduct  of  the  Italian  tyrants  is  easily  imagined  from  the 
account  of  the  prisoners  in  the  dungeons  whose  sighs  are  wafted  upward 
to  the  merrymakers  on  the  balcony  above.  The  religious  dissensions 
become  concrete  through  Poggio's  picture  of  Pope  John's  behavior  during 
the  session  of  the  Council  of  Constance,  and  through  the  conspirators' 
discussion  of  the  great  German  heretic,  Fra  Martino.*  We  also  note 
Hans'  references  to  the  brotherhood  of  the  Beghards  which  prospered  in 
the  Low  Countries  in  the  twelfth  century:  "Mit  keiner  beleidigenden 
Rede  oder  langweiligen  Beghardenpredigt  verdarb  er  seine  Sache."3 
Herr  Burkhard  says:  "An  jenen  Kiisten  wimmelt  es,  wie  verlautet,  von 
Ketzern  jedes  Irrtums,  besonders  von  hartnackigen  Manichaern."4  Even 
a  sense  of  the  comparative  position  of  America  is  gained  from  Pescara's 
reference  to  Cuba  and  Mexico,5  and  we  learn  Coligny's  plans  to  establish 
an  American  colony. 

Fashions  in  dress,  in  speech,  and  in  pets  form  part  of  the  picture. 
Becket's  long  pointed  shoes  are  mentioned  several  times,  the  men  wear 
their  ladies'  colors,  Morone's  chain  is  a  Lionardo.  The  favorite  meta- 

»  Frey,  op,  cit.,  p.  267.  4  Ibid.,  p.  178. 

•  Die  Versuchung  des  Pescara,  p.  19.          s  Die  Vtrsuchung  des  Pescara,  p.  148. 

*  Der  Hettige,  p.  103. 
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phor  of  the  seventeenth:  century  U  said  to  be  the  "i 
Dante  is  disgusted  with  Can  Grande's  fool.  Pt*rara » 
YVindespieJe,"  which  were  then  "Modesachr  " 
is  realistic  to  a  certain  extent,  inasmuch  as  there 
from  the  French,  Italian,  or  Latin,  and  use  of  historical 
Becket's  protest  against  accepting  the  primacy  aad  the  kfaft 
which  gives  authority  to  the  murderers  to  depart  oa  task  errand  • 
dons  from  the  Koran  and  Hans'  Saracen  greeting  to  Bcckrt  are 

The  oaths  employed  are  characteristic  of  the  time     But  ihry 
used  moderately  as  can  be  seen  from  a  comparison  of  taoat  fovad  ia 

:'.<*  with  Henry's  habitual  ejaculation,  "By  (kid's  ryn'  In  the 
Renaissance  Novclte*  we  find  classical  allusions.  But  all  of  tak  sjasasil 
is  kept  in  the  background  and  not  allowed  to  intrude  oa  the  taflerest  ia 
tbecharact' 

The  historical  conflicts  represented,  as,  for  eiample.  that  between  tas- 
king and  the  clergy  in  England,  are  made  so  vivid  that  the  reader  has  a 
lively  interest  in  them  as  dynamic  forces.  The 
and  there  is  an  awakened  sense  of  the 
ence  in  different  times  and  among  different  peoples.  The  workiag  of 
natural  laws  is  discovered  in  their  effects  and  human  nature  is  awaitest 
in  its  most  varied  types.  The  peasant  and  the  courtier  are  portrayed  with 
equal  insight.  Motivation  is  to  the  author  the  important  thing;  the  char- 
acters are  always  the  result  of  their  mtiiru  He  leaves  it  fur  the  reader  to 
pronounce  judgment  on  their  acts.  Truth  and  idealism  are  misahal  in  the 
treatment  throughout.  Although  his  work  is  realistic,  Meyer 
it  on  a  high  level,  giving  his  themes  purity  of  form  and  ethical  sig 


Insofcrn  cr  dss  Stoffliche  zu  gfosiem,  rrinem  Scfl  fesUMrt.  i* 
Idealismus;  insofcrn  sic  mit  Entferoung  sites  SttbJekUna  aad)  Massr I 

un-i  Dinglichkcit  street,  Rcalismus.4 

Interpretation  of  history.— The  love  of  history  which  Meyer 
from  his  father,  and  his  own  later  reading  and  employ saeai  in 
historical  works  had  their  effect  in  his  interpretation  of  the  periods  ia  which 
the  scenes  of  the  NawUen  are  placed.    He  says  of 

Irh  habc  damsls  uncnrilich  vie! 


un<)  Mnhode  in  histurische  Studicn  \rnicft,  roanchr 
mich  mit  dcm  Otste  dcr  venchirdcnm  Jahrtiuodrrte  a**) 

*  G*stav  AMJs  P*g*t  p.  soft.  •  Dm  l/*£«f»,  po.tjj.ao 

3  Cf.  remarks  on  Chariet  R«sde's  Tat  CM**  <W  SW  ff«*fa\  by 
Art  of  Fiction*  p.  23. 

«  G.  Heine,  of.  cit.  p.  80. 
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gemacht     Auch  da  von  ist  mir  ctwas  geblieben:   dcr  historischc  Boden  und  die 
nngewendetc  Lokalfarhe,  die  ich  spatcr  alien  mcinen  Dichtungen  habe 
kOonen,  ohnc  ein  Buch  nachzuschlagen.' 

It  is  precisely  the  "Geist  der  Jahrhunderte"  which  breathes  forth  fn.m 
his  pages,  especially  from  the  Renaissance  Novcllen.  The  Renaissance 
appears  to  have  been  an  embodiment  of  Meyer's  inmost  frdinus  and  aspira- 
tions. The  varied  expression  of  the  personality,  power,  culture,  love  of 
beauty,  and  appreciation  of  the  intrinsic  worth  of  whatever  claimed  the 
attention  of  this  age,  appealed  to  Meyer  and  awakened  a  response  in  his 
own  heart.  His  in.^ht  into  character  enabled  him  to  sympathize  with  all 
the  different  types  and  minor  gradations  to  be  met  with  in  an  age  of  such 
individual  expression.  He  has  shown  us  the  mental  characteristics  of  his 
people. 

Meyer's  dramatic  sense  and  his  historical  sense  were  equally  strong; 
we  know  that  many  of  the  Novcllen  themes  were  first  put  into  dramatic 
form.  So  he  has  not  shown  us  his  characters  merely  as  the  product  of  the 
historical  forces  which  were  in  operation  but  has  likewise  made  their  respec- 
tive fates  the  result  of  their  characters.  This  gives  his  work  unity. 

Actual  historical  events  are  used  as  naturally  as  fictitious  ones.  Some 
inaccuracies  exist,  but  in  every  case  the  unity  of  the  historical  character  is 
preserved.  The  majority  of  these  instances  are  to  be  found  in  Angela- 
Borgia,9  the  work  of  his  declining  powers.  On  the  other  hand,  legendary 
material  may  be  used  to  render  a  known  historical  character  more  intelli- 
gible, as  in  the  case  of  Becket.  The  combination  of  conflicting  motives  in 
the  real  man  was  strange  and  scarcely  comprehensible;  Meyer's  version 
shows  the  influence  of  oriental  birth  and  instincts.  The  author's  demon- 
stration of  the  mutual  influence  between  character  and  event,  his  uniting 
particular  facts  with  universal  and  eternal  truths,  joined  with  his  intensive 
knowledge  of  history,  make  his  novels  thrill  with  the  life  of  the  period. 
We  feel  that  these  men  and  women  were  actually  flesh  and  blood,  had 
aspirations,  happiness,  misfortunes,  and  sorrows  like  ourselves. 

The  genuineness  of  the  author's  representations  is  generally  admitted. 

«  Langmesser,  op.  cit.,  p.  23. 

•  Some  of  these  inaccuracies  are:  Giulio  d'Este  was  blinded  in  1506;  Meyer  lets 
Ludovico  Sforza  rule  in  Milan  at  the  time,  whereas  he  had  already  been  in  the  power 
of  the  French  six  years;  Ferrante  did  not  die  till  after  34  years  in  prison;  Giulio  was 
freed  after  53  years,  and  died  two  years  later  at  the  age  of  83;  Angela  married  Count 
Alrmndro  Pioof  Sassuolo.  Cf.  Blaser,  op.  cit.,  pp.  117,  118.  On  the  other  hand, 
Meyer  made  very  careful  preparation  for  writing  Pescara,  consulting  Professor  Rahn 
about  the  aspect  of  Milan  and  of  Rome  at  the  time,  architectural  features,  costumes, 
etc.  Cf.  Langmesser,  op.  cit.,  p.  150. 
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The  court  of  Louis  XIV  is  aa  truthfully 

church  and  state  in  England;  the  ruder  time*  ol  Qmfia*  tiH  GfW  a* 

•#o  and  the  Borgiaa.    His  rumantk  iatfiacts 
and  liberty  of  treatment  in  the  general  character  aad 
these  time*.    The  motif  of  the  hero's  death  »  the  prim*  of  bis 
been  mentioned,  but,  with  few  •mfrtfaftf,  Ibea* 
occurrences,  which  possess  an  inherent  interest  aa 
dom  of  treatment. 

The  prevalent  ideas  of  this  age  are  reproduced: 
personality  and  culture,  a  paga 
consultation  of  astrologers  and  others 

visions.    The  value  of  the  personality  is  repeatedly  relemd  to  to 
Borgia,  sometimes  with  a  prophetic  maight  on  the  part  of  tbe 
which  is  a  further  evidence  of  the  decline  of  Meyer's 
The  Cardinal  speaks  of  "einer  Zeit  des  Zerfallea,  wo  dfe 
ist."1     \        ria  Colonna's  " Sdbstgefuhl  und 

t  ihres  Gattcn"'  seem  to  hrr  to  justify  the  ttfrtplMft  el  tbe 
crown.    Morone  is  an  example  of  double  penoadby  wbicbwaa  to  be 
in  the  Renaissance,  as  it  has  existed  ever  since,  bo 
impossible  in  the  Middle  Ages.    Poggio  says  the 
groszen  Moglichkeiten  und  weiten  Aussie  htm !    l'n*er  «fie  FttOe  des  Da- 

The  consciousness  of  one's  own  power  accompanies  a 
hension  of  the  total  greatness  of  the  age  in  wbkb  ope 
tines,  to  whom  Poggio  has  told  his  "facetia  inedita,"  begin  to 
Grosze  des  Jahrhunderts."*    Charles  the  Great  is  said  to  t 
un.l  «-s  Jahrhunderts!    Wer  bewundert  inn  grot*?"' 

tells  Pescara  what  he  will  gain  by  accepting  bb  offer :  M  Du  beutest 
Ik  hkeiten  und  Begttnstigungen  des  Jahrhunderts  aua.^  But  their  men  are 
also  aware  of  the  follies  of  their  time.  GiuUo  d'Kstt  eadaims:  MO  Jahr- 
hundert  un verse hamtcr  Wahrheit  und  grundlkher  LOfBr* 
Poggio's  listeners  is  a  "Freundeskreise,  wo  die 
standen  und  der  keckste  Scbers  venieben  wild.'*1  Tbe 
Die  Versuchuttg  des  /'rscaro  **waren  die  Sohne  etnes  Jablbumikrtl.  wo  jade 
Art  von  Verrat  und  Wonbrucb  w  den  alltigficbeo  Dwf«| 
cara  calls  the  Italians  "sittcnlos.""  These  peopte  become  ill  •>•  of  I 

*  Amgil*  *rfM,  p.  75.  •  !><•  Karawaaaf  A» Pmm*  p.  in 

s  Di*  Rifkitrim,  p.  358.  ••  />*  .  5 
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life  and  discuss  the  fate  of  those  about  them  with  unconcern.     Lucretia 
Borgia  says:  "Schenkst  du  mir  den  Strozzi,  Alfonso  ?"'  and  ( '.iulio  pleads: 

"Nicht  wahr,  Brudcr Du  totcst  mir  mciiun  alu-n  Mirubili  nirht?"2 

The  national  greatness  of  Venice  is  due  in  Grimani's  opinion  to  the  long- 
prevailing  culture.3  The  Italians  regard  the  Germans  as  barbai 
Poggio,  the  humanist,  with  his  love  of  antique  beauty,  his  culture,  and  his 
fatalistic  theories,  is  an  excellent  type  of  this  period.  He  is  fitted  to  tell 
his  story  of  deceit  in  the  monastery  at  a  time  when  the  worth  of  this  type 
of  life  was  being  considered. 

The  wavering  spiritual  attitude  of  the  people  because  of  the  introduc- 
tion of  classical  learning  and  ideas  is  evidenced  in  the  account  of  Victoria 
Colonna's  prayer  in  the  pantheon:  "Sie  flehte  in  den  christlichen  Himmel 
hinauf  und  nicht  minder  zu  dem  Olympier,  der  tiber  ihr  donnerte,  zu 
alle  dem,  was  da  rettet  und  Macht  hat,  mit  der  wunderlichen  und  doch  so 
natiirlichen  Gottermischung  der  Uebergangszeiten."4  Poggio's  prayer 
is  similar: 

"Wer  du  seist,"  betete  ich  mit  gehobenen  Handen,  "die  WeishHt,  wic  die 
Einen  sagen,  die  Barmherzigkeit,  wie  die  Andem  hehaupten — gleichviel,  die 
Weisheit  iiberhort  das  Gelobnis  eines  weltunerfahrenen  Kindes  und  die  Barm- 
herzigkeit fesselt  keine  Erwachsene  an  das  torichte  Versprechen  eincr  Unmlindigen. 
Lftchelnd  losest  du  das  nichtige  Geliibde.  Deine  Sache  fuhre  ich,  Gottin.  Sei 
mir  gnadig."* 

Pescara  says: 

Ich  bin  wie  du  und  wir  alle  ein  Bewohner  der  Wirklichkeit,  ein  Kind  der 
Helle,  das  mit  der  antiken  Weisheit  iiber  das  Ende  hinaus  nichts  sieht  als  Larven 
und  Schemen  und  auf  wogendem  Nebel  die  riesigen  Spiegelungen  wieder  dieses 
unsers  eigenen  und  irdischen  Daseins.6 

The  characters  talk  about  their  fate;  they  feel  that  their  stars  are  in 
union  one  with  another.7  Ezzelino  has  an  astrological  chamber.  Gus- 
tavus  Adolphus  in  his  conversation  with  Wallenstein  would  avoid  the  topic 
which  he  thinks  "ein  Gebiet  ....  wo  das  Blend werk  der  Holle  sein  Spiel 
trieb."8  Pescara  feels  "dasz  auch  ihn  eine  fatalistische  Stimmung  un- 
widerstehlich  erfaszte,  eine  Gewiszheit  von  dem  Nichts  der  menschlichen 
Plane  und  der  Allgewalt  des  Schicksals."9  But  on  the  other  hand,  VVaser, 
the  Swiss  Protestant  of  nearly  a  hundred  years  later,  says  of  astrology: 

1  Angel*  Borgia,  p.  184.  «  Die  Versuchung  des  Pescara,  p.  61 . 

•  Ibid.,  p.  243.  *  Ploutus  im  Nonnenkloster,  p.  258. 

3  jArg  Jenatsch,  p.  157.  *  Die  Versvchung  des  Pescara,  p.  109. 

i  Cf.  Becket;  see  also  Gustav  Adolfs  Page,  p.  331. 

•  Gustav  Adolfs  Page,  pp.  329,  330.  9  Die  Versuchung  des  Pescara,  p.  122. 
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hid  .lir 

SiuliihUii    '     Many  |*»puUr 

animal  will  cat  from  the  hand  of  Becket't  muiikiili,  the  copy  of  Vbnl 

bused  by  the  monk*  to  determine  ihctr  Utr.  «m  hr, 

the  influence  of  the  gargoyle  under  which 

.VmW/m  ('reseat 


any  one  of  which  an  artist  might  paint.     Meyrr 

his  characters  together  at  such  pregnant  momenu  as  the  art**  b  iihbad  by 

Leasing  to  note  and  select  as  the  fitting  subjects  for  U»  firs**     His  low  of 

color,  as  well  as  his  skill  in  grouping,  hb  use  of  syawolam,  caialai  attattia* 

to  detail  and  the  many  concrete  adjectives  contribute  to  the  efsct  of  pktur 

esqueness.    There  is  variety,  but  bouacbd  by  dear  outfiaea  aad  wiib 

exclusion  of  irrelevant  details.    The  scenes  art  pictured  for  their  ova  sat*. 

for  the  beauty  or  suggestiveness  that  they  contain,  but  they  art 

by  the  movement  of  thought.    The  at  ten  lion  is  ceaKred  oa  I 

The  picture  of  Becket  on  his  way  to  see  Grace  at  the  villa  b  to 

light  on  his  character.    He  is  seen  here  as  a  father,  who  ha*  kept  hb  cbftd 

free  from  the  contaminating  influence  of  the  world  by  which  he  it 

even  as  the  sacred  vessel  is  guarded  by  the  Knights  of  the 

Hans  compares  him.    This  picture  is  a  good  illustration  of  Meyer's  tssr  of 

color.      The  grouping  in  the  scene  between  Becket  and  Hans' 

shows  variety  with  much  detail,  but  again  with  one  central 

disdain  of  the  Saxon.    The  pictures  of  the  desobtioa  of  Paris 

destruction  in  certain  localities,  the  group  of  the  royal 

balcony  awaiting  the  signal  for  the  beginning  of  the 

examples.    The  types  of  people  assembled  about  the  false  cross,  aad  the 

dancing  abbess*  would  furnish  a  scene  fit  for  the  canvas  of  a  painter  of  the 

Dutch  school. 

PUstictiy.— Michelangelo's  works  were  among  Meyer's  liiijjMi.  aad  be 
has  sung  the  praise  of  the  great  artist  in  hb  poems.    Bat  more  than  that. 
the  author  has  adapted  the  sculptor's  manner  to  hi*  own  artistic  mcdram 
The  figure  of  Jenatsch,  for  instance,  becomes  imposing,  and  while  prevented  | 
from  isolation  by  the  grouping  of  other  figures  about  it.  yet  all  am 
and  separate,  and  the  impression  of  latent 
in  Das  Amulet  does  very  little;  she  is,  however,  a 
the  impression  of  reserved  energy.    The  features  of  paralkfism.  •JBMMIIJ, 
and  balance  accentuate  the  plasticity  just  as  these  elemeats  are  more 
prominent  in  sculpture  than  in  painting.    Nothing  can  be  taken  away  from 
the  works  as  we  know  them.    They  have  not  only  a 

«  Jtrg  Jtmolxk*  p.  67. 
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depth  and  contour,  due  to  the  use  of  so  much  real  material  and  the  adoption 
of  the  viewpoint  of  the  characters  themselves. 

Dramatic  features. — The  facts  that  so  many  of  the  Novellen  were  first 
molded  in  dramatic  form  and  that  Meyer  felt  most  free  when  employing  this 
form  warrant  the  search  for  dramatic  features  in  the  stories  as  we  have  them. 
Some  observations  may  be  recalled  from  the  statements  made  about  tin- 
plot:  the  development  to  a  climax  and  the  swift  falling  action,  the  fact  that 
the  action  springs  from  the  characters,  and  that  the  issue  of  the  struggle 
of  the  character  with  his  environment  or  fate  is  inevitable.  Meyer  has  said 
that  he  always  aimed  to  have  the  single  parts  of  a  developed  motif  lead 
to  a  central  point: 

Bei  der  Ausarbcitung  suche  ich  alles  i>o  einzurichten,  dasz  die  einzelnen  Teile 
ausnahmslos  auf  einen  und  denselben  Punkt,  d.  h.  den  Mittelpunkt  hinschauen. 
Die  Personen  schildere  ich  moglichst  nurso,  wie  sie  den  Mithandelnden  erscheinen. 
Dann  haltc  ich  vor  allem  darauf,  die  Charaktere  zu  mischen,  weil  sie  das  Leben 
und  die  Natur  raischt.1 

The  movement  of  the  plot  has  unity  and  directness.  Meyer  did  not 
have  to  exert  so  much  energy  as  Scott  did  to  get  his  characters  into  the 
proper  situations.  His  dramatic  situations  and  conflicts  are  all  inner  ones, 
the  outward  and  visible  effects  being  only  the  results  of  inner  catastrophes. 
His  novels  may  be  compared  in  this  respect  to  the  dramas  of  Grillparzer. 
The  situations  have,  therefore,  intensity  and  emphasis,  as  the  characters 
are  individuals  rather  than  types.  These  inner  contrasts  are  an  essential 
of  the  drama.  We  have  seen  the  characteristic  discontinuity  of  the  manage- 
ment of  the  material  in  JUrg  Jenatsch.  The  objectivity  and  externality 
of  the  treatment  are  also  dramatic.  The  dialogue  never  exists  purely  for  its 
\  own  sake,  but  to  advance  the  action.  There  is  exceedingly  little  indirect 
discourse.  The  knowledge  of  past  and  intervening  events  is  gained  from 
the  dialogue. 

Classification  as  Novellen. — From  the  lack  of  a  true  English  equivalent 
for  the  German  name  Novelle  and  for  the  sake  of  variety,  this  word  has 
been  retained  and  indiscriminately  alternated  with  the  works  "novel," 
"story,"  "tale,"  in  speaking  of  the  words  under  discussion.  There  is 
diversity  of  opinion  as  to  the  nature  of  the  German  Novelle.  One  thing 
may  be  assumed  with  certainty,  namely,  that  it  is  not  the  same  as  the  recent 
development  of  the  short-story  in  English  or  French.  Many  writers  in 
contrasting  or  comparing  the  Novelle  with  the  Roman,  as  Spielhagen  does, 
seem  to  limit  the  application  of  the  latter  to  stories  which  treat  of  the 
development  of  a  hero  from  youth  through  the  greater  part,  if  not  all,  of  his 
«  Frey,  op.  cttn  p.  282. 


MODAUT1IS  Of  COMFOtlfHIH 


to  !?«**•  JMfcr.  It  is  true  the  number  oj  each  •«**  b  to*,  het 
such  a  definition  by  no  meant  coven  all  the  ihrmcswhkh.  wWadrvviaptd, 
have  a  claim  to  the  name  of  Roma*  Most  aides  do  qpeefe  their  eheera- 
tionson  the  dramatic  character  of  the  A>.</;,  Thb.  '  i^lifctMIBI 


tain  requirements.     It  layitfrm  on  unity  of  action  and  otftktHntalvbw 

The  action  must,  however,  be 

human  being  is  decided  in  a  tingle  given  conflict,  or 

:  .idiction  of  human  life 
Sm  h  a  conflict,  just  as  in  a 
toward  the  future-     It  accomplishes  a  luuhanb,  its  •insaiat  b  a  far- 
ward  one,  the  results  are  predominant,  the  *****  b 
actcr- study  more  intensive.    The  theme  b  pmentnl 
concrete  pictures,  so  telling  that  they  ni  themselves  imMhiy  on  the 
It  is  the  attitude  and  opinions  of  the  people  p 


Therefore,  as  much  as  possible  is  told 

The  Italian  novella  was  originally  an  anecdote,  a  very 
form.    The  modern  short -story  partakes  of  thb  tnrrHtf 
does  something  that  the  Italian  story  does  not  do.     It 
effect  l.y  its  very  form.    The  Italian  type  might  be  an 
thing  striking  and  new,  but  the  general  character  was 
The  German  NmxlU  seems  to  be  a  half-way  stop  on  the  road  fi 
to  the  other.     It  has  taken  on  more  narrative  interest  and  far 

inu -rest.     It,  too,  has  a  simple  germ,  capable  of 
the  modern  attitude  differs  in  respect  to  the 
we  find  no  limitation  of  the  scope  of  the  Afaeflf  to  the  treatment  of 
Charaktere;"  we  are  often  witnesses  of  the  growth  of  a  chancier. 
it  has  been  noted  that  there  are  few  such  instances  in  Meyer's  worms;  a 
far  greater  number  of  the  characters  rweal  themselves.     Everything  b 
referred  to  the  central  character.    But  thb  b  true  in  the  best  novel 
the  novel  by  reason  of  its  length  allows  the  relations  of  the 
actcr  to  assume  a  broader  range,  to  reach  out  farther  and 
classes  of  people,  nevertheless  thb  reference  to  the  central 
be  found  in  each  case.     Writers,  whose  noveb  have  not 
interest  but  also  form,  like  Jane  Austen  and  Flaubert,  do  thb.     Indeed,  al 
the  features  of  the  Soi^le  may  lie  found  in  the  *«•«•,  although  the  latter 
contains  additional  matter  which  is  the  expansion  of  the  plot-gmn.    The 
N<n*Ue  is  a  Roman  in  miniature,  the  difference  between  the  two  being 
one  of  length  and  concentration  ' 

*  Compare  SptettiageiTt  view  of  the  rigfliftcaac*  of  ihr 
noch  hiiuufOfeo, 


72        TECHNIQUE  IN   KONRAD   FERDINAND  MEYER'S  NOVELLEN 

It  is  hardly  necessary  to  make  a  direct  application  to  Meyer's  Novellcn. 
From  the  observations  already  made  on  the  characters,  the  themes  of  the 
plot,  and  the  dramatic  nature  of  the  stories,  it  is  possible  to  pick  out  the 
elements  of  the  Novell*  form.  JUrg  Jenats,h,  tin-  longest  story,  containing 
100  pages  more  than  Angela  Borgia,  the  next  longest,  has  sufficient  con- 
•.! i.>n  to  warrant  the  application  of  the  name,  although  Meyer  evades 
its  use  by  calling  the  story  a  "Biindnergeschichte." 

schcn  Poesie  ist,  auf  welche  dieselbe  auch,  sobald  das  grosze  Epos  ausgesungen,  sofort 
xurOckfallt-"— Beitrdge  nur  Theorie  u.  Tecknik  der  Epik  und  Dramalik,  p.  48,  note. 
"Die  Novelle  gibt  einen  schmaleren  Ausschnitt  aus  dem  Leben,  pragnant  durch 
Charktcrbild,  Schicksalswendung  oder  beides;  aber  dies  'schmal'  ist  ein  relativer 
Begrift:  was  schmal  ist  gegcnUber  der  Ftllle,  dem  figurreichen  GeselUchaftsgemalde 
des  Romans,  musz  nicht  an  sich  so  oder  so  schmal  sein.  Die  Novelle  hat  der  gezogenen 
Linie  des  Romans  gegenQber  etwas  Punktuelles,  aber  ihr  Punkt  kann  auch  ein  km, 
mit  mehr  oder  weniger  Radien  sein,  je  nachdem  sein  Centrum  beschaffen  ist:  Centrum 
von  mehr  oder  weniger  Inhaltsticfe.  Die  Novelle  ist  ein  Accent,  geworfen  auf  ein 
Stuck  Leben:  der  Accent  kann  zugleich  Lange  sein." — Fr.  Theod.  Vischer,  Altes  und 
»  357- 


V.    SKTTIXGS 

.— Having  (ollowrd  the  pfHMttfaa  of  tbe  c 
ently,  it  remains  to  note  their  relation*  to  ihnr  m&t*. 
a  far-away  picturesque  lime  when  the  (*«**>*  wnr  i 
expression  and  when  a  single  individual  tilth* 


only  by  unusual  clccds  and  the  eihitiitioa  of  niMifciUi  trait*  at 

The period  in  whit  h  t»,«-  u«  ii,.n of the stories  is  placed b  ahmps  oltcltd  wfcb 

M.  ,-  t, ,  t he  theme.  HU  eaHy  plan*  for  0ftf  Jfcfctot*  wffl  be  man* 
bered,  his  first  intention  being  to  place  the  story  in  the  time  of  Frederic  i  1 1 
But  he  afterward  decided  that  the  ruder  time*  of 
in.. re  suited  to  the  manifestation  of  these 
agrees  with  our  statement  that  the 
ever  the  important  moment  in  Meyer's  work.1 

As  regards  the  particular  time  M-tting*,  all  the  statoM 
preference  is  shown  for  those  times  of  the  day  favored  by  tht 
the  twilight  of  early  morning  and  of  evening,  and  night ; 
light  often  enhance  the  scene.    Illustrative  of  the  above  are  the 
items  taken  from  Jtirg  Jcmalsck:  Waser  arrives  at  the  inn  where  be 
the  first  night  of  his  trip,  at  night  and  in  a  storm.    \V  i 

icarc  the  plot  against  Jenatsch.    The  peasants  in  U»  ebon  h  ATT  irrriawl 
by  the  supposed  spirit  of  Rusca  in  the  early  evening.     Lack  it  killed 
lighting  the  lamp,  the  moonlight  shining  upon  her 

umc  time.    Jenatsch  meets  Lucretia  at  Rohan'*  aptruneacs  fe 
evening  and  is  arrested  on  his  departure  at  a 
conversation  with  Rohan,  when  he  discovers  the  tatter's 
help  Bttnden,  is  in  the  evening.    On  leaving  hit 
through  the  village  revolving  the  situation 
his  allegiance.    He  seeks  Lucretia  twice  at  nigbt,  to 
her  report.     His  meeting  with  Rudolph  occur*  in  the  mooMfbt    \\  r 
him  on  horseback  in  the  storm.    The  sad  nnal  sreae  it 
i>  likewise  the  favorite  setting  in  Di*  Vtnwtkmmg  4 
Let  us  ask  if  these  settings  are  used  because  of  their 
for  some  other  reason.    The  night  is  the 

lose  whose  deeds  a  t  is  also  the  time  when  the  laifjiirini  it 

more  active  and  belief  in  supernatural  agencies  it  more  apt  to  be 

consistent  with  the  Venetian  policy  that  Jeaatarb  it 
<  Cf.  Frey,  0f.  eit..  p.  985. 
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his  appointment  with  Rohan  first  and  is  then  arrested,  further  fitting  that 
be  be  arrested  at  night,  as  secrecy  was  one  of  their  especial  requirements. 
If  the  other  incidents  could  have  happened  just  as  well  in  the  daylight,  it 
is  nevertheless  in  keeping  with  the  total  conception  of  Jenatsch's  character 
as  unusual,  and  of  his  deeds  as  prompted  by  passion,  that  he  should  have 
those  experiences  at  unusual  seasons.  In  DU  Versuchung  des  Pcscara 
the  night  scenes  in  the  garden  where  the  nature  of  Pescara's  suffering, 
physical  and  mental,  is  discovered,  harmonize  with  his  attitude  of  resigna- 
tion and  with  the  perplexity  of  his  associates. 

In  Das  Amulet  the  hero  is  thinking  of  the  past,  the  remembrances  of 
which  rise  in  his  mind,  as  the  exhalations  ascend  from  the  moist  earth  in 
the  spring:  "  \\  ir  ich  in  der  Dammerung  meines  Weges  trabte,  stiegen 
mil  den  Diiften  der  Frtthlingserde  die  Bilder  dor  Ycrgangenheit  vor  mir 
auf  mit  einer  so  drangenden  Gewalt,  in  einer  solchen  Frische,  in  so  scharfen 
und  einschneidenden  Zugen,  daszsiemich  peinigten."1  The  falling  snow 
is  used  to  make  Dante's  exile  vivid.2  Yet  it  is  the  summer  heat  and  the 
noon  hour  which  affects  Wulfrin:  "  Es  kam  die  schwiile  Mittagsstunde  mit 
ihrem  l>estrickenden  Zauber."3  The  autumn  seems  to  Angela  to  represent 
Giulio's  misery:  "Der  Nordwind  hatte  einen  Haufen  welken  Laubes 
ergriffen,  wirbelte  es  empor  und  jagte  es  durch  das  Kerkerfenster  zu  dem 
Este  hinein,  so  dasz  die  morschen  Blatter  ihn  raschelnd  uberschiitteten  und, 
wenn  er  danach  tastete,  in  seinen  Handen  zerbrechen  muszten.  Da 
crschicn  es  mir  uncndlich  grausam,  dasz  die  Natur  dem  Elenden  ihren 
Tod  iiber  das  Haupt  streute."4  Meyer  does  not  give  descriptions  of  nature 
simply  for  the  sake  of  the  setting  but  he  interprets  it. 

Shifts  in  time  and  place. — The  shifts  in  time  are  comparatively  fre- 
quent, when  short  stories  like  Gustav  Adolfs  Page  are  considered,  but  they 
are  clearly  marked.  The  major  shifts  in  the  place-settings  in  Jurg  Jenatsch 
coincide  with  the  divisions  into  books;  the  only  exception  being  chapter 
twelve  of  Book  III  where  the  scene  is  laid  in  Milan.  In  the  minor  shifts 
the  reader  accompanies  the  characters,  usually  Waser  or  Jenatsch,  on  their 
progress  from  one  place  to  another. 

Place-settings. — Meyer  has  laid  the  scene  of  some  of  his  stories  in  his 
own  mountain  country.  The  atmosphere  where  elemental  forces  are  most 
powerful  and  unrestrained  is  suited  to  the  development  of  elemental  natures 
which  disregard  the  methods  of  diplomats.  They  are  true  lovers  of  freedom. 

The  greater  number  of  the  place-settings  are  essentially  connected  with 
the  story  the  author  has  to  tell.  The  room  for  choice  is  greatest  in  the  more 

*  Das  Amulet,  p.  6.  3  Die  Richtcrin,  p.  352. 

»  Di*  Hochuit  des  If  tucks,  p.  91.  •*  Angela  Borgia,  p.  234. 


imaginative  tales.    The  wane  of  Oaf  Am**  was  laid  ia  Parb 

t>etween  the  different  reBgioqa  parties  wi 
Nonninklottcr  the  author  has  connected  with 
and  events.     The  tale  of  D»  //«***<  *i  if  ** Ai 
from  the  pervading  pretence  of  Eoefca,  aad  rfptfcan 
Dante.    Italy  appeared  to  Me>  .th  n 

literary,  and  historical  associations  at  well  as  the 
particular  for  its  fipression  of  the  indhriduafity. 

Jntoriors.— The  description  of  interiors  b  so  detailed  aad  pirtlPMjM.   ' 
thattheiceoesicemdisclosgdtotheereasbythedrawi^aAbofacwla^ 
The  customs  and  styles  of  various  countries  aad  ages  are  trot hfaly  por- 
trayed.   The  Italian  love  ol  color  aad  joy  ia  beautiful  focaw.  the 
desire  for  comfort  and  the  display  of  it  for  others  to  befcoid.  the 
delicacy  and  charm,  soothing  the  senses,  are  all  t«|Jtt>d«c<d. 
between  the  artistic  tastes  of  the  Italian  (mmani  and  thr 
Wascr  is  shown  in  \Vaser*s  dislike  of  the  radiant  Venus 

rrntc  of  the  two  men.1     Doctor  Sprecher's  dining-table  b  set  wita 
silvc -r  and  Venetian  goblets.    The  very  ornate  paneling  tifiiiiartaf  faaci 
ful  scenes  and  crowned  with  the  family  arms,  aad  the  Mary  of 
painstakingly  n  produce*!  in  colors  on  the  white  tile 
of  the  doctor's  love  of  that  which  is  massive  and  which  gave  evidence  of  the 
thought  expended  upon  it.'    The  interior  ol  dace's  vilU,  with  its  costly 
cushions  and  hangings,  the  cag«  the  palm*,  «nd  OKJ«AK 

floors  are  a  mute  test  in-  ..-cket's  care  for  the  delight  aad  coBUort  ol 

his  warmth-lnvinK  daughter,  a  captive  for  the  time  in  I'.ngUiv 
Such  descriptions  give  an  effect  of  vividness     Many 
to  serve  this  purpose.    These  include  the  pictures  of 


near  which  important  conversations  take  place.    An 

seat  with  the  figures  of  the  sphinx  carved  upon  ii .  *  here  lYscara  at*.' 

-The  author  takes  especial  delight  ia  giving 
architectural  features;  the  outward  aspect  of  a 
Gothic  styles,  Italian  villas,  all  appeal  to  his  artist's  eye. 
the  descriptions  of  the  palace  of  the  Estes  at  Ferrarm.  of  NVrrtinOfler's  vflav 
and  of  the  villa  prepared  by  Pescara  for  Victoria  C  Iniai  Meyer  bts 
Poggio  voice  his  pleasure  in  the  Romanesque  style: 

Der  edle  Rundbogen  der  Feiwter  und  Gewolhe.  Matt  on  modbrhe*  Spto 
bogens  und  des  nirriscbeo  fraaaBsbchea  Schnflcktls,  sdmaMe  nkh  vieder  klar 
und  ruhig.« 

Jtmttttk,  p.  153.  >DitYmmtkm9t4uf*M*.*  tn 

P-  J'J- 
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The  most  effective  description  of  architectural  detail  is  that  given  by 
Hans  of  the  monastery  where  Richard  meets  Beckct : 

Diescr  Kreuzgang  war  voll  Bildwcrk  und,  wie  gesagt,  nach  dem  nem-Mm 
Geschinacke  gebaut.  Seine  Saulen  warcn  mit  rcichcm  Gesimse  gekront,  auf 
welchem,  in  abwechselnder  Reihe,  je  ein  Gesch^pf  der  obern  oder  der  untem 
Regionen  sasz,  bier  ein  psallirender  Kngcl,  doit  ein  lacherlicher  oder  boshaft 
grinselnder  Wcchselbalg.  Abcr  ich  vcrwi-ndcte  auf  diesen  Zierrat  wcnig  Auf- 
merksamkrit.  dc-nn  man  Auge  wurde  immer  wieder  von  der  Steinbank  im  Kloster- 

gartcn  angezogen Da  musztc  i<  h.  \\chc,  Uber  den  Hauptern  der  zweieein 

strinernes  kleines  Scbcusal  erblickcn,  das,  auf  dem  Gurt  eines  Pfeilers  hockend, 
mit  scinen  Krotenbeinchen  hohnisch  nach  ihnen  stiesz  und  dazu  die  Zunge  reckte. 
Dieses  miszfiel  mir,  obftchon  es  ein  Zufall  war,  und  irh  hatte  die  beiden  Herren 
lieber  erst  am  nachstcn  Pfeiler  sich  scheiden  sehen,  wo  ein  harfeni render  Engel 
seine  Schwanenfittige  ausbrcitete. ' 

This  is  evidently  symbolic.  Also  symbolic  is  the  impression  Schadau 
has  of  the  Louvre: 

Das  damals  zur  Halfte  aus  einem  finstern  mittelalterlichen  Kastell,  zur  andern 
Halfte  aus  einem  neuen  prachtigen  Palast  bestand,  den  die  Mcdicaerin  hatte 
auffiihren  lassen.  Diese  Mischung  zweier  Zeiten  vermehrte  in  mir  den  Eindruck, 
der  mich,  seit  ich  Paris  betreten,  nie  verlassen  hatte,  den  Eindruck  des  Schwanken- 
den,  Unglcichartigen,  der  sich  widersprechenden  und  mit  einander  ringenden 
Eleroente.' 

Landscapes. — The  landscapes  are,  as  a  rule,  closely  connected  with 
the  motives,  or  serve  to  give  atmosphere.  To  find  those  which  are  used  as 
background  we  have  to  turn  to  the  Alpine  scenery,  which  is  most  enthu- 
siastically and  lovingly  described.  Yet  in  almost  every  case,  these  contain 
a  note  that  corresponds  to  the  divisions  of  the  story.  The  fact  of  Meyer's 
familiarity  with  these  places,  gained  by  making  a  journey  through  the  region, 
is  to  be  noted.  It  is  the  thoroughly  modern  attitude  regarding  an  author's 
preparation  for  work.  The  description  of  the  Via  Mala  Schlucht  is 
particularly  worthy  of  notice: 

Ueber  den  rasenden  Fluten  drehten  und  kriimmten  sich  ungeheure  Gestalten, 
die  der  flammende  Himmel  auseinanderrisz,  und  die  sich  in  der  Finsternis  wieder 
umannten.  Da  war  nichts  mehr  von  den  lichten  Gesetzen  der  Erde.  Das  war 
cine  Welt  der  Willklir,  des  Trotzes,  der  Auflehnung.  Gestreckte  Arme  schleuder- 
ten  Felsstlicke  gen  Himmel.  Hier  wuchs  ein  drohendes  Haupt  aus  der  Warn!, 
dort  hing  ein  gewaltiger  Leib  liber  den  Abgrund.  Mitten  im  weiszen  Gischt 
lag  ein  Ricse,  liesz  sich  den  ganzen  Sturz  und  Stosz  auf  die  Brust  prallen  und 
briilltevorWonne.i 

*  Der  Hctiige,  pp.  193,  195.  3  Dit  Richtcrin,  pp.  368,  369. 

*  Das  Amulet,  p.  62. 
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The  100111011  part  of  the  eoiHii,  whm  the  MA 


So  gin* 
tobendrn  MaJero,  wihrrnd  die  & 

brnnntc      Jrt/t    bejnumct)    krafug   8SB   4m 

mil  ihrrn  •chwvbcoden  Rankstl.     Attl  den  Hi 
••n  unci  dcr  Weg  wurdr 


lurchschrillcn  sie  die  letitc  SdUudrt  and  tor 
dufte  das  brntc  Uppigc  Vchlin  mil  inoro  hctssi 
Retsfeldcrn' 

Meyer's  love  for  Italy  appears  in  his  description  ol  Venkt: 

•  lurchtichtig  bUurr  Winirrhimmd 


sich  mil  glcicber  Kraft  und  Hcllc  lief  aus  dm  Spies?*  cfcsss  i 
Wtsacrbtnder  wicdcr  cntgrjern 


dunklr  Ebeobild  cincr  MrhlankftwOtblrn  Marm»Hiruckr.  dir  da* 
bcwohntcstc  Quartirr  Vcnedip  mil  den  Campo  dri  Fran  mbiwkt.* 

Connected  with  the  nwfit*.-Ufual)y  Meyer  dedei 
nection  between  the  setting:  the  laodicape  (mil**), 
the  novels.    In  Die  Rickterin  the  fierceness  and  wUdnces  ol  the 
and  the  influence  of  natural  forms  showing  force  aad  power  00  Che 
tory  of  the  people  are  visible.    In  speaking  of  this  hook,  Mcytr 
to  Rodenberg: 

.  mu&z  xeitwcise  die  Naiur  wirkrn  lassto.  Aoch  sdwsftt  irh  sir  (tht 
NevcUe)  sovicl  ich  vcrmag,  ohnc  Adjckiivr  uod  onpff^aflichcf  ate  <k«  abrt 
ladenen  Rcnaiasaw-Manch.* 

Observe  the  simple  directness  ol  Akuin's  description  ol  Rhetta,  which 
resembles  a  classic  myth: 

setnen  Weg  durch  das  rttischc  Gebirg  nimmi.  hat  oha*  dra 
in  StUckc  zerrissenen  Damro  cincr  Rflcncntiasse  sa  rthlia,  dk  Wai 
mchreren  Steigcn,  die  sich  allc  jeosdtt  des  Schoees  am  juafn  Rhrio 
finden.     Diese  Wege  und  Stapfen  fuhrrn  im  Gettterikhte  drr  Kimr 
heirrendes  NeU  verstrickter  Tiler,  das  die  Fahe)  mil 
luftigen  Schrrckcn  bcvulkrn      llicr  ringch  sich  db 
lockt  von  cincr  Schalc  Milch,  einem  hUnkeo  Wassr 
finstcm  Borne,  taucht  die  Fri  und  wrhklagl    .  . 
kann  nicht  aelig  werden.     Dahintcr,  tvischcs)  Schate  md  Eia,  hi 
Winkel,  wcidct  cine  glockenlose  Hevrdt  uod  da 
Wolke,  ncigt  sich  Obcr  sic.    Tiefer  untcn.  bei 

16,  37.  » liataianit«fr«A.f> 

p.  99 
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harmlosc  Fabcl  ihrc  Kraft  und  mcnschlichc  Schuld  findct  ihrc  I  I.ihK -n  und  Schiupf 
winkel.  Hier  raucht  und  schwehlt  eine  gebrochene  Burg,  dort  slant,  von  Rabcn 
umflattrrt,  cin  Nfdrdcr in  den  zerschmritrrtrn  \bgrund.1 

The  mood  of  the  character  seems  more  often  to  he  in  harmony  with 
nature  than  contrasting  with  her  aspect,  producing  a  lyrical  effect.  I 'alma 
Novella  "horte  in  dem  Tumulte  der  Tiefe  nur  wilder  den  Jubel  und 
die  Ungeduld  des  eigencn  Herzens."*  And  Wulfrin  "ergriff  die  Lust  der 
Emporung,  er  glitt  auf  eine  wilde  Platte,  liesz  die  Fiisze  iiberhangen  in  die 
Ticfe,  die  nach  ihm  riff  und  sprit /,tr.  und  sang  und  jauchzte  mit  dem 
Abgrund 

To  create  atmosphere. — Place-settings  are  found  at  the  beginning  of 
chapters  in  Jurg  Jenatsch  to  create  atmosphere,  preparing  the  reader  for 
the  introduction  of  characters  and  a  new  turn  in  the  action.  Many  de- 
scriptions, however,  merely  emphasize  a  certain  effect  running  through  the 
narrative.  Compare  the  following  from  Der  Heilige.  The  opening  scene 
presents  a  snow  storm  in  the  early  morning.  A  solitary  rider  with  his  dog 
is  making  his  way  into  the  city  of  Zurich.  The  melancholy  aspect  of  the 
dog,  the  dull  thud  of  the  horse's  hoofs  as  well  as  the  fact  that  the  rider 
is  closely  protected  from  the  storm  serve  to  create  a  sense  of  quiet  cold  and 
cheerlessness.  Compare  the  beginning  of  the  last  chapter.  The  picture  of 
the  two  old  men  sitting  in  the  dark  room,  seeing  only  the  feeble  flickering 
of  the  dying  fire  and  hearing  only  the  snoring  of  the  sleeping  dog  and  the 
nibbling  of  a  hidden  mouse,  serves  to  prolong  the  impression  of  awe  and 
uncanniness  produced  by  Hans'  account  of  Becket's  death.  In  a  similar 
manner  the  feeling  of  hopelessness  is  emphasized  in  the  descriptive 
sentence  at  the  beginning  of  chapter  twelve : 

Als  wir  die  graue  Heide,  den  Ort  des  verweigerten  Kusses,  verlassen  hatten 
und  schweigsam  in  uns  gekehrt  nach  der  festen  normannischen  Stadt  Rouen 
trabten,  trieb  uns  nach  einem  warmen,  verlangerten  Spatherbst  eine  rauhe 
Winterluft  die  ersten  Flocken  entgegen. 

Pathos  and  unity. — The  repeated  reference  to  the  grove  (Boskett)  in 
Angela  Borgia,  where  the  Cardinal  committed  his  crime  against  his  brother, 
has  an  effect  of  pathos.  Also,  like  the  description  of  Alpine  scenery,  it  aids 
the  effect  of  unity. 

Circumstantial  settings. — The  circumstantial  settings  are  more  signifi- 
cant than  those  of  time  and  place.  This  may  be  seen  in  the  sultry,  lurid 
evening  when  Cardinal  d'Este's  jealousy  bursts  forth  into  expression  as  the 
storm  breaks  in  its  fury: 

*  Die  Rickterin,  p.  293.  3  Ibid.,  p.  369. 

•  Ibid.,  p.  338. 


veHangen.    Rs  war  unrrtrifUcJi 
Siammcn  sichtbar  wurdr,  rt*im 


The  conversation  led  by  Lucrrtia  takes  a 

companions  account  for  her  direct  reference  to  h*  p*4  ife 

"  Ei  1st  schwul  und  tie  fuhh  das  Gewfcttff" 
All  are  oppressed  by  the  heaviness  of  the 

In  dem  enstandenc 
Man  horte  in  der  Feme 
nach  welchem  der  Kardina!,  der  aa  der 
aufmerksam  und  getrgert  hinhorchir 

Then  the  catastrophe  comes: 

Man  sasz,  in  der  Schwole  schwer 
sinkenden  Nacht  kaum  mehr  die  ZQsje  des  N 

erne  MUdigkeit  und  zugleich  die  beklemmendi 


Glicder,  wcnn  auch  nur  das  Wartcn  auf  die  PI 
tersturmea,  de«en  Fittichc  zur  Stundt  noch 
Da  pl6tzlich  ziitcric  durch  die  Luft  ein 


Schmcrrcnstttnc,  da&z  allc  Hcrzcn  bchirn  und  alle 
And  finally  the  natural  forces  find  a  vent  for  their  full 
Jcizt  riiicir  cin  Blitz  den  gefefltdten  Amor.    Wimteom 


Wald  und  bcugten  die  Wipfel  der  Blume.     Bald  war  der 

!  ler  Donnergesiosse.  Dana  stnnten  dfe 
Erde,  und  schwere  Regen  wuschen  und  Qbertch*rmmvn 
befleckten  Garten.' 

In  the  naive  joy  of  existence,  Palma  interprets  the  cloud 
her  to  correspond  with  the  feelings  in  her  own  heart : 

*  Jeizt  prangt  und  jubelt  der  Schneeberg."  smgle  Palma,  Mahei 
es  mondhell  ist.  zieht  er  blaulich  Gewand  an  and  redrt  ksJairli 
Da  ich  mich  jiingst  hier  venpitete,  machie  skh  der  sftsat  Schein  ami  mir  I 
fen,  locktc  mir  Trtnen  und  tog  mir  das  Hers  so*  deal  Lriba.  Aher 
wiederholte  sie. 

Eine  Wolkc  schwebte  Qber  den  imiiiiii  Cipsim,  ohae  sit  m 
himmlisches  Fest  mil 
Arm  mit  cinem  Bechcr,  dort  neigten  F 
und  teise  klang  eine  luftigr  HaHe. 
flustcrte  sie,  "das  sind  Selige!"    Schwefeend  b  lira  Ami  das  Paar  dst 

Bofgi^  pp.  85, 89.  93. 96. 
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Fahrt,  abcr  die  von  irdischcn  Blicken  belauschtc  himmlischc  Freude  lostc  sich 
muf  und  zerflosz.  "Bleibet!  oder  gchci  nur!"  rief  Palma  mil  jubelnder  Geberde, 
44  wir  and  Scligc  wic  ihr!  Nicht  wahr,  Binder?"  und  sie  blickte  mit  trunkenen 
Augcn  bis  in  den  Grand  der  scinigen.1 

Hans  is  affected  by  the  cheerlessness  of  the  external  world : 

Wihrend  mcin  schreitender  Gaul  die  gelben  Blatter  von  den  Zweigen  st  rich 
hatte  ich  trtibselige  Gedankcn  Uber  die  Verganglichkeit  des  irdischcn  Wesens, 
wie  sie  mir  gewdhnlich  sind,  wann  ich  die  bleichcn  Lichter  der  Zeitlosen  auf  den 
Wiesen  erblicke.' 

Contrast  the  night  of  Grace's  death  with  the  beautiful  autumn  day 
when  Hans  takes  the  same  ride  with  nothing  more  to  conceal: 

Es  war  cine  bdse  Nacht,  die  schlimmste  meines  Lebens.  Am  Himmel  wander- 
ten  schwarze  lange  Wolken  ....  von  den  kahlen  Aesten,  welche,  als  trauerten 
sie,  schwarz  und  liefer  als  sonst,  herabhingen. l 

and 

Der  klarstc  Himmel  schimmerte  iiber  den  gelben  Baumkronen  und  zwischen 
den  hier  und  dort  schon  entlaubten  Zweigen.4 

The  beauty  of  the  bit  on  p.  99  is  to  be  noted,  emphasizing  the  solemnity 
of  the  moment,  yet  helping  to  keep  the  idea  of  lightness  and  gentleness 
which  is  to  be  associated  with  Gnade: 

Lautlose  Stille  herrschte.  Nur  ein  Laubgefliister  regte  sich  im  offenen  Fenster 
und  leichte  Blatterschatten  tanzten  iiber  das  Purpurkissen  und  die  beiden  Ange- 
sichter. 

Contrast  in  setting. — On  the  other  hand,  contrast  in  the  setting  is 
often  found.  Venice  presents  "das  gewohnte  friedliche  Nachtbild"  of  a 
4'ruhige  Mondnacht"  on  the  evening  when  Jenatsch  is  arrested.  The  sun 
smiles  upon  the  wicked  city  of  Paris:  "Wir  machten  uns  auf  den  Weg, 
durch  die  blutgetrankten  Gassen  langsam  neben  einander  wandelnd 
unter  einem  wolkenlosen,  dunkelblauen  Augusthimmel."* 

Brevity  of  nature  descriptions. — With  the  exception  of  the  settings 
found  in  Jurg  Jenatsch  and  Die  Richterin,  the  brevity  of>Meyer's  de- 
scriptions of  nature  is  conspicuous.  This  is  due  to  his  penetration  into 
nature  and  his  desire  tb  interpret  her  moods  together  with  his  inability 
to  respond  to  her  influence  by  a  simple  feeling  of  exaltation  and 
exhilaration. 

1  Die  Richterin,  p.  350.  *  Ibid.,  p.  06. 

•  Der  Heilige,  p.  74.  s  Das  Amulet,  p.  1 10. 

p.  91. 
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an  aid  to  the  illusion.    They  art 


they  interpret  and  evoke  emotion*,  they  do  not  rruH 

intend  waa  in  man,  and  be  u^d  aatuty  rinaafiftiy 
the  thought  and  action  of  the  rtory. 


VI.    STYLE 

Sic  [the  form)  erhalt  und  tragt.  Sic  steht  in  inniger  Wechselwirkung  mit 
dcm  Inhalt.  Sie  hat  ihr  Rccht  darin  und  ihrc  Notwendigkeit.  Und  sic  ist  dem 
Dichtcr  RedUrfnis,  sic  stcckt  ihm  im  Blute.  Er  ist  Aristokrat.  Und  sie  ist 
Zucht  und  Schulung.  Sie  ist  aus  vorwiegend  franzdsischer  Schulung  hervor- 
gegangen.  Nicht  das  Klcinstc  ist  in  ihr  vcrsaumt,  nirgends  ist  auch  nur  die 
letaeste  Vernachlassigung  geduldet.1 

The  point  to  be  emphasized  in  this  remark  about  Meyer's  work  is  not 
the  fact  that  the  form  is  perfect,  but  that  there  is  an  intimate  relation  bet  \\vi-n 
the  form  and  the  content.  As  the  content  of  his  stories  is  of  psychological 
interest,  he  adapts  his  language  to  the  themes  to  be  portrayed,  even  as  he 
adapts  the  action  and  the  settings  to  the  idea  of  the  characters.  Saitschik 
has  said  that  Meyer's  style  is  that  of  a  man  who  scents  the  problems  of 
life.*  His  work  has  that  force  which  must  spring  from  sympathy  such  as  he 
felt  with  his  characters. 

Vocabulary:  Objective  phrases. — In  commenting  upon  Meyer's  refer- 
ences to  the  eyes,  his  command  of  expression  and  varied  use  of  epithets 
were  noted.  The  greater  number  of  his  descriptive  phrases  are  objective 
as  shown  by  his  use  of  such  words  as  "eisern,"  "felsenhart,"  "wetter- 
hart,"  to  describe  the  features  of  a  person  with  physical  strength, 
peculiar  force  of  character,  or  years  of  experience.  He  also  applies  the 
word  "eisern"  to  industry.3  Anger  is  red,  dark,  or  flaming,  the  last  term 
being  likewise  an  epithet  of  enthusiasm.4  "  Bleiern  "  is  employed  to  charac- 
terize weariness  and  sleep.  5 

Combination  of  objective  and  subjective  phrases. — A  combination  of 
objective  and  subjective  features  is  often  found,  as  "mit  irren  Sinnen 
und  hammernden  Schlafen,"6  "mit  einem  Ausdrucke  frommer  Einfalt, 

'  Holzamer,  op.  cit.,  p.  12. 

*  "Von  auszen  scheint  sein  Stil  hell  und  durchsichtig,  aber  jc  mehr  man  dessen 
innerstcn  Wesen  sich  nahert,  wird  man  einer  dunklen,  geheimniszvollen  Mitte  gewahr. 
Die  Welt  ist  Meyer  offen  bis  zur  Frage  nach  dcr  tiefsten  Bedeutung  ihrer  Erschcinungen; 
sobmld  er  diese  Frage  aufwirft,  verschlieszt  sie  sich  wiederum  seinem  Auge  und  er 
fangt  an,  Ratsel  zu  wittern." — Op.  cit.,  p.  269. 

3  Jurg  Jenatsch,  pp.  241,  293;  Die  Leiden  eines  Knaben,  p.  192. 

4  Das  Amulet,  p.  30;  JArg  Jenatsch,  pp.  127,  303;  Der  HeUige,  pp. ^75,  201,  224, 
231;  Die  Versuchung  des  Pescara,  pp.  69,  139,  157. 

*  Angela  Borgia,  pp.  93,  131. 

*  Gtutav  Adolfs  Page,  p.  345. 
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aber  den  scharfsten  Blkken  ihrer 
seinen  charakterlosen  Parteiwechati 
"das  Auftauchen  ausiSfOvdeniUchrf 
Leidenschaften.'''  This  is  but  a 


•ntrast  and  antithetic,  balanced  style 
Ironii  cpUkfh  —  At  times  the 

dunkelhafitr 
iiffllgig«fr  besturmend , ' 

u-mj.tuous  thought  of  Rohan's  piety  whkh  is  a 
the  Swiss. 

FdUitous  phrases. —The  life  upon  which 
enter  is  described  in  fettdtooa  phrases: 

Und  dieses  Theater  entfaltete  skh 


;nmel,  gi&iuendc  Trmchlen,  ofltotlkher  Jttbci,  drr 

a^AMltff^Atttfff  tf»n     tin/I     /^  i  A  j-W- 1  j  j~li^ri 

Rove,  rrirende  Fraucn,  verliebte  J 
fende  Pulse,  die  Welt,  wie  sie  skh 


alle  dieac  Lust  and  Fulle  lag  vor  ihr  aio«ehrettet 
spottenden  Teufel  an  ihrrr  Seite.» 


Felicitous  also  are  the  descriptions  of  Euetin's  incipient  tyranny  in  the 
words,  "mil  eincm  Zug  urn  den  Mund  so  su  sagen,"'  and  of  Bedtel  a* 
"die  Wonne  und  Wcisheit  des  Konigs."' 

Dynamic  phrases.— The  persons  are  sometimea  cl 
that  show  peculiar  insight,  as  when  Hans  calls  Bccket  "der  i 
Seiten  Umblickcndc  und  das  Ketmen  der  Dinge 
mood  is  well  revealed:   "wie  der  scl 
zerrissene    Seele    zu    einem    schmenlicben 
stimmt."11    The  rhythm  and  recurrence  of  sounds  is  to  be 
In  general,  however,  the  best 
two  examples  will  suffice  here,  as  they  will  later  be  given  separate  awntiom. 
Hans  gives  the  result  of  his  experience  in  terms  most  natural  to  nisi 
kommt,  i,eim    t  rteilen  wie  beim  Schieaaen  tenlgjka  anf  drn 

Standpunkt  an.""    Can  Grande's  words  epitomise  Dante's  story  in  the 


Jtntttrk,  p.  143 
•  Ibid.,  p.  J97- 
i  Ibid.,  p. 

4  DM  Lridtn  limt*  Km&*.  p.  >  "  /^  .  P  < 

ID*  Htilift,  p.  103. 
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familiar  figure:     "Wer  mil  freiem  Anlaufe   spring!,  springt  gut;    wer 
gestoszen  wird,  springt  schlecht 

Color  words  and  onomatopoeia. — Prominent  features  of  the  author's 
style  are  the  use  of  color  words  and  those  descriptive  of  sound.  His  eye 
dwells  lovingly  upon  the  varied  tints  of  the  landscape  as  seen  in  the  • 
mountain  scenery  of  JUrg  Jenatsch.  The  book  has  many  bits  like  "cine 
grtlne  Seeticfe,"  "schimmernde  Felswande,"  "von  den  silbernen  Schlan- 
genwindungen  stiirzender  Gletscherbache,"  "ein  glanzendes  Schneefeld, 
aus  dem  rotliche  Klippen  und  Pyramiden  hervorstachen."  Abundance 
of  rich  color  meets  the  eye  in  Fausch's  Venetian  cafe : 

Das  schmalc  Gemach  lag  jetzt  im  Halbdunkel,  nur  durch  ein  hochgelegenes 
Rundfenster  iibcr  der  Thiir  drang  ein  rotlicher  von  goldenen  Staubchen  durch- 
spielter  Sonncnstrahl  in  seine  Tiefe  und  blitztc  in  den  aufgereihten,  fein  gcschlif- 
fenen  Kelchen  und  funkelte  in  dem  Purpurweine,  welchen  Meister  Lorenz  dem  in 
sich  Vertieften  unaufgefordert  vorgesetzt  hatte.1 

Again,  there  is  the  picture  "voll  Farbenglanz,  Leben  und  Sonne,"  of 
Rohan's  party  and  their  attendants. 

Particularly  appropriate  is  the  lavish  use  of  color  in  Der  Hetiige,  which 
is  limited  to  the  mention  of  Becket  and  his  child,  both  belonging  to  a  race 
accustomed  to  rich  hues  and  luxurious  surroundings.  We  see  Becket  with 
pale  but  radiant  features,  clad  in  a  garment  of  violet  silk,  riding  out  to  see 
Grace  on  his  silvery  white  steed.3  Grace's  villa  is  a  fitting  abode  for  a 
"Waldelfe": 

Auf  einer  goldgriinen  Waldwiese  stand  ein  Schloszchen,  wie  ich  seinesgleichen 
wohl  im  Konigreiche  Granada  gesehen  hatte.  Es  war  von  hohen  glatten  Mauern 
aus  gelbem  Steine  umgeben,  tiber  welches  cine  kleine  blauschimmernde  Kuppel 
emporstieg  und  schlanke  dunkle  Baumspitzen  ragten,  die  ich  Cypressen  genannt 
hatte,  waren  wir  unter  einem  siidlicherem  Himmel  gewesen. 

Das  zierliche,  feste  Bauwerk  war  frisch  und  neu  und  glanzte  im  letzten  Lichte 
wie  ein  Juwel.4 
Grace's  body  lying  in  the  casket  is  royally  adorned : 

Ihr  Haupt  ruhte  auf  einem  Purpurkissen  und  trug  ein  Kronchen  von  blitzen- 
dem  Edelgestein.  Der  zarte  Korper  verschwand  in  den  von  Goldstickerei  und 
Perlen  starrenden  Fallen  ihres  Uber  die  Wande  des  Schreins  ausgebreiteten  Gewan- 
des.  Die  kleinen  durchsichtigen  Hande  lagen  auf  der  Brust  gekreuzt  und  hielten 
keusch  den  schwarzen  Schleier  ihres  Haares  zusammen,  der  vom  Scheitel  flieszcnd 
die  zarten  Wangen  einrahmte  und,  die  zwei  Wunden  des  Halses  bedeckend,  sich 
unter  dem  blassen  Marmorkreuz  ihrer  Arme  wieder  vereinigte.5 

•  Die  Hoctueit  des  Mtnchs,  p.  6.  4  Ibid.,  p.  65. 

•  Jurg  Jenatsch,  pp.  108,  114.  s  Ibid.,  p.  98. 
3  Der  Heilige,  p.  73. 
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Words  directly  imitative  of  the  sound  describe*!  are  of  my 
occurrence,  either  as  verbs,  adjectivaa,  or  nouna.    A 


i-i»   l>r.h,n gurr,  gurr,'  girrte 

pfiff,  ijuirkir,  neckerte  und  granite. 

schlur  iMntoffcln."    Verbs  of  ihb  kind  are  oftca  uawi 

"'Nicht  Diana bbtdu/nlactocr;"  •••Dns  WnbgdaUimk 
groUte  Wulfrin."    The  use  of  words  analogkaBy  Wmtfvt.  the 
of  certain  similar  f^ifyit,  aspirate*,  pectoral*,  which 
keeping  with  the  thought  eipressui.  have  already  ban* 


The  flowing  quality  of  the  sounds  combined  in  the  charartarisntion  of 
Arioato's  verses  illustrates  Meyer's  iense  of  harmony  and  rhythm  "Bar 
in.  his  als  Farbe,  Lust  und  Leichtsinn  war  und  in  dem  dns  trunluav  Lab** 
uber  flatterndem  Haar  die  lauten  Becken  schlug  "•  The  reality  of  the 
pain  Gertrude  feels  from  the  crown  of  thorns  b  rvHsnl  in  the 
combination  of  sounds:  <4aus 

starrte  von  scharfen  Spitien."'    There  b  quickness  of  movement  in 
aspirates:   "sic  fuhr  in  die  Tasche,  sog  cinen  Dolch 
die  Schcidc  ab  und  aerschnitt  sich  in  d 
wie  cincm  Tttubchen."4    Again,  the 
and  fear,  as  in  Stemma's  speech:    '"Stille.    SchwIcMmff 
Richterin.    'Das  hast  du  dir  in  deinem  Schlupfwinkd 
Sole  he  Schmach  kcnnt  die  Sonnc  nicht !    Stemma  bl 
AUittralivn  Qnd  /ir«</i<k/v5.— The  moil  Sequent 
-  in  the  form  of  hendiadys,  or  pairs  of  nouns  or 
connected  by  "and,"  although  it  is  also  found  in 
noun  and  its  limiting  adjective,  as"mit  gebeimea 
Blitz,"  "mitschnellcnSchritten."  Examples  of  the  former  are 
great  number  over  the  pages  of  the  AVratfm.  The 


from  Der  Heilige:    "lm  Wetten  und  Wagen  des  Lebea*  mbkt  und 
vergasz  er,"  "ein  vergoldetes  Gitterhaus  voll  ( 


"gedachtundgcwadn.     ••«  wtauntc  und  enchrac    M 
"Herkomracn  und  Hdmat."  There  are  very  few 
of  words  with  assonance  or  end-rhyme  merely;  the 

,  probably  as  great  as  those  having  it.    Their  use, 
due  as  much  to  Meyer's  tendency  to  express  himself  in  habnrad  styk  as  to 
the  general  popular  inclination  to  use  such  word  groups.    To 
«  See  above,  p.  4*  «  <* 

•  AmgiU  B~gU,  p.  lor  •  «•  ******  + 

.  p.  *6t 
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they  are  piled  up,  the  following  are  taken  from  one  page  of  Der  Heilige: 
"Bild  und  Siegel,"  "unser  Tun  und  Lassen,"  "Uberhoben  und  aufgelehnt," 
"beachrieben  und  verherrlicht,"  "offen  und  hiimlk  h,"  "das  Neue  und 
Fremdlandische."  The  employment  of  hendiadys  is  more  prominent,  per- 
haps, in  Jiirg  Jenatsch  and  Der  Heilige  and  hardly  occurs  at  all  in  Das 
A  mulct,  where  Meyer  had  not  as  yet  found  his  own  style.  The  compound 
expressions  seem  to  have  greater  power  of  characterization  and  add  force 
to  the  language. 

In  spite  of  the  romantic  elements  in  the  content,  the  language  is  not  of 
a  sentimental  or  Ossianic  character.  Words  like  " wurmstichig,"  "alters- 
grau"  are  found,  but  very  rarely.  Stickelberger  remarks  that  blunt  and 
homely  words  predominate  in  the  older  Novellen  and  that  the  language 
in  the  Italian  Novellen  is  finer  and  smoother.1  Sahr  notes  a  few  peculiari- 
ties of  language  in  Jiirg  Jenatsch,  gallicisms  and  rare  or  provincial  expres- 
sions.* Nevertheless,  the  language  is,  on  the  whole,  modern  and  general 
in  character;  in  a  story  like  Der  Heilige  antiquated  forms  are  accepted 
unquestioningly  as  in  keeping  with  the  frame-setting. 

To  sum  up,  Meyer  uses  rhymthical,  picturesque,  concrete,  strong  lan- 
guage, expressive  of  movement,  color,  and  sound.  It  is  restrained  and  in 
full  accord  with  the  thought,  making  a  fabric  of  firm  construction.  Nothing 
could  be  taken  away.  Each  word  is  essential  and  significant. 

Sentences:  Long  and  balanced. — The  general  type  of  Meyer's  sentences 
is  short,  balanced,  and  antithetic.  His  habit  of  suggesting  double  reasons 
for  the  characters'  actions3  is  a  factor  in  making  this  antithesis  typical  of 
his  sentence  form,  as  well  as  the  word  pairs  just  mentioned.  The  effect 
of  the  latter  is  shown  in  such  a  sentence  as: 

In  Verzweiflung  richtete  sie  sich  auf,  sah  Jiirg  schwanken,  von  gedungenen 
Mordem  umstellt,  von  meuchlerischen  Waffen  umzuckt  und  verwundet,  rings  und 
rcttungslos  umstellt.4 

This  gives  an  idea  of  Lucretia's  emotion  and  the  repetition  of  the  word 
"umstellt"  is  impressive.  Two  examples  from  Die  Leiden  eines  Knaben 
will  further  illustrate  this: 

Hart  setzte  ich  ihm  zu,  seinen  Knaben  ohne  Zogerung  den  Jesuiten  wegzuneh- 
mcn,  da  der  verbissene  Hasz  und  der  verschluckte  Groll,  den  getauschten  Habgier 
und  cntlarvte  Schurkerei  unfehlbar  gegen  ihren  Entdecker  empfindcn,  sich 
notwcndigerweise  liber  den  Orden  verbreiten,  ein  Opfer  suchcn  und  es  vielleicht, 
ja  wahrscheinlich  in  seinem  unschuldigen  Kinde  fin  den  wtirden. 

Wie  vid  oder  wenig  er  gelernt   haben   mochte,  schon   die   Illusion  eines 

1  Stkkdberger,  op.  cit.,  p.  48.  3  See  above,  p.  42. 

•  Sahr,  op.  cit.,  p.  47,  Anhang.  4  Jarg  JemUsck,  p.  351. 


glOcklkhen  Enuichm,  rinrr  ft 
von  wekher  wohl  der  l'h*nuaick*e  akfc 
und  die  cr  all  on  VYumirr  bcstawMe, 
dct  Sdbstgef  uhls  doe  giosse  ClOcUHigMl 
Such  sentences  arc  .lur  i..  the  author'  t  dniir  10  place  UK 
situation  be/ore  the  reader  at  once,  to  pack  it* 
to  show  ever  the  real  essence  ol  hb  thought. 
Skirt  *******  .—  But  this  desire  Cor  rnnrktn 


itself  more  usually  in  short  leniences.    The  me  of  UK 
produce  suspense  has  already  been  noted.    A 
constitutes  a  whole  paragraph,  as  in  the  following: 

So  klagte  Lucirtia  und  rang  die  Hladr  in  iaarna 
Vcrzwdflung.' 

The  restraint  and  the  isolation  make  Lucretia's  grid  all  the 
Similar  is  the  idea  given  us  of  her  resoluteness  in  the  | 

I  ucrrlim  gab  dm  Zweck  ihrrr  Rdse 

So  beschlois  sie  ein  Ende  su 
Such  a  paragraph  may  be  a  summary  ol  a 


make  a  pause  in  the  story  and  furnish  variety.    Rohan's  painful  skvatioa  is 
summed  up  in  the  words: 

Abcr  schon  war  cr  cin  GcCangrtx 
i        \ving  upon  Fagon's  excitement  over  hk  theaif,  CO 

Fagon  machtc  cine  Pause  und  schopfte  Alan.* 
At  the  bottom  of  the  same  page  we  find  the  snort 
zittcrtc,"  indicative  of  his  intense  eagerness  to 
falseness  of  the  Jesuits. 

These  short  paragraphs  often  have  a  touch  of  irony. 
toria  war  gcrtihrt  und  auch  der  Ranxlrr  vetfasi  TlMnen;* 

Was  behauptete  WcrtmttUer  nicht  alks!1 

Der  unbekchrbare  ZUrcher  Bc«  das  nkht  ffrhrn  .• 
On  toe  other  hand,  they  may  emphasiae  the   pathos  of  a 
Instances  are  found  in  /fn£efo 

Das  dunklc  Boakett  war 

Und  er  bcurUul.ic  das  Opfrr." 


Di<  LtuU*  ti*t>  Km****,  pp.  19*.  »«*  "*  •>«• 

Jfl«  *******  P-  351.  -«»A^f  ***  ^«r«r*.  fv  15. 

p.  316.  •  J+t  J~**±  sv  «$a. 

,  p.  318.  •  /»•*. 


•  D»  Lndt*  ttmt*  Km^trn.  p,  tor  ••  IM  .  { 
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Interrogation  and  exclamation.— -With  Meyer's  objectivity  of  treatment, 
it  is  slightly  surprising  to  find  so  frequent  a  use  of  the  rhetorical  question. 
The  alternative  motives  for  the  acts  of  the  characters  may  be  presented 
in  this  form.1  The  interrogative  form  serves  the  same  purpose  as  the 
declarative  statement — to  call  both  explanations  to  the  attention  of  the 
reader.  Otherwise  it  is  really  used  as  a  means  of  objectivating  the 
emotions  of  a  character,  as,  for  example,  Astorre's  feelings  when  he  recalls 
Antiope's  childish  winsomeness,'  or  Giulio's  confused  state  of  mind  which 
causes  him  to  join  in  Ferrante's  conspiracy.*  Exclamatory  sentences  are 
used  similarly,  as  when  Jenatsch  decides  it  is  necessary  to  ally  himself  with 
a  stronger  power  than  that  of  Rohan.4  Ascanio's  fear  lest  Astorre  will  show 
weakness  and  Astorre's  own  realization  of  his  danger  are  presented  in 
warm  exclamatory  style.5  The  emotion  is  repressed  when  the  sentences 
are  at  the  same  time  short,  as  when  Lucretia  tells  Jlirg,  '"Aber  Jiirg, 
sieh  mich  niemals  wieder! — Hiite  dich  vor  mir,  Geliebter!  Kreuze  nie 
meinen  Weg !  Store  nie  meine  Ruhe !'  "6  The  use  of  exclamation  in  short 
paragraphs  produces  a  somewhat  sensational  effect  in  Angela  Borgia  in 
the  scene  between  Angela  and  Giulio  at  Pratello  and  his  subsequent  bitter 
reflections.7  It  also  shows  the  rapidity  with  which  the  penalty  of  Giulio's 
rash  deed  overtakes  him.  The  scene  giving  Strozzi's  decision  to  go  to 
Caesar  Borgia  is  also  presented  in  short  paragraphs.8 

Paragraphs. — Again  a  short  paragraph  merely  forms  a  transition  from 
one  situation  to  another,  and  in  this  function  often  stands  at  the  beginning 
of  a  chapter.  As  an  example  compare  the  way  the  reader's  attention  is 
directed  to  the  observation  of  the  two  men,  Wertmtiller  and  Jenatsch,  after 
the  scene  in  St.  Mark's:  "Der  Auftrag  des  Herzogs  war  der  unruhigen 
Neugier  des  jungen  Zurchers  in  hohem  Grade  willkommen."*  In  Der 
Schusz  von  der  Kanzel  the  transition  is  made  to  the  narration  of  the 
events  of  Sunday  by  the  sentence:  "Und  der  Mohr  log  nicht."10  It  is 
like  a  statement  at  the  beginning  of  a  paragraph  of  a  principle  which  is 
to  be  expanded. 

Meyer's  sentences,  then,  and  very  often  his  paragraphs  also  are  con- 
structed to  give  expression  to  emotion,  to  make  the  thought  perfectly 
clear,  to  produce  suspense  and  further  rapid  movement.  Because  of  the 

1  See  above,  p.  42.  3  A  ngtla  Borgia,  p.  1 1 1 . 

•  Die  Hochieit  des  Monchs,  p.  76.  <  Jiirg  Jenatsch,  p.  227. 
9  Die  Hochteit  des  Months,  pp.  1 10,  1 1 1. 

*  J*rg  Jenatsch,  p.  191.  e  Jiirg  Jenatsch,  p.  126. 

i  Angela  Borgia  pp.  119-22.  «°  Der  Schust  v.  d.  Kaniel,  p.  181. 

*Ibid.t  pp.  173,  174. 
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fact  that  he  works  so  definitely  toward  the  ccatra!  point  of  Ma  story,  Me 
sentences  become  so  f*?fttTiHruH.  so 
seems  abrupt.     It  is  a  revelation  of  hb  own 
to  himself  and  his  own  feelings. 

Figurei  of  sfitctk:  .Vi»«ri.-The  beauty  of 
owing  to  his  abundant  use  of  figures  of  speech  i 

Tfeow?afficmaf»4m«feoaMUto^fcM4atai 

phenomena  and  facts  of  human  experience.    It  b  rart  thai  a 
simile  is  found  taken  from  literary  or  artistic  earns  amb 
of  embellishment   merely.     The   fifufadft   baguagt  b 
a   medium   for  characteriang  moods,   for 
fur   giving   vividness  and  distinctness  to  the  thought.     To  be 
there  are  a  large  number  of  short  and  simple  ftnparirrwi,  rightly  c« 


tional  in  tone,  which,  nevertheless,  strengthen  the 
number  are  more  extended  similes  which  make  the  artistic  form  man 
beautiful  and,  at  the  same  time,  add  to  the  reader's  iapnssi  •  that  list 
author  is  striving  to  conceal  his  intimate  personal  feeting*. 

The  similes  occurring  in  the  speeches  of  the  persons  art  always  m 
harmony  with  their  characters  as  we  know  them.    Those  tnrd  by  Haas  ia     .„ 
Dtr  Htilige  are  all  homely  and  drawn  from 
and  objects  with  which  he  is  chiefly  busied.    A 
tion  of  his  mood  is  the  sentence:  "Mich 
enger  Brustpanzer."'     of   Kit  hard  he  says:    "Das  Spiel 
war  chrlich  wie  ein  Stosz  ins  Hif thorn  and 
Gebisz  cines  jungen  Renners."'    There  U  a  fi 


this  comparison  that  gives  the  reader  a  distinct  idea  of  Richard.    !!*&% 

represents  the  king  looking  at  Becket  in  surprise  as  "  man  at 

Licbling— Rosz  oder  Bracken— beschaut.  der  durch  Schttr 

Schweifes  seine  Gestalt  verwunderiich  geindert  hat 

have  expressed  himself  in  the  same  homely  way.    He  says  of 

hat  wie  ein  schmeichelndes  Hiindlein  das  Brot  aus  mrinrr  IUa 


A  simile  which  recalls  the  time-setting  of  the  story  b 

was  nun  geredct  wurde,  haftet  in  meinei 

Schrift  auf  einem  umgestttrsten  Metlenstein. 

unauslttschlii  h  <  ingegrabenen  Lettern  tragea. 

the  same  time  is  the  description  of  the  king's 

state  of  mind :  "  Statt  des  f reudigea  Ltuchteai 

eincn  matten  weisien  Schein  von  skh  wie  fauka  Bob  ia 


•  Dtr  Htilig^  p.  195-  »  /**.  r  t  U* .  p  i  ja 

p.6o.  4/fct,p.i99.  •/fc*.p.t»4- 
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Jenatsch's  attitude  toward  Wertmuller  is  thus  pictured:  "Dor  Bundner 
liesz  dieses  kecke  und  sprunghafte  Geplauder  Uber  sich  ergehen  .... 
wie  die  grosze  Dogge,  die  in  ihrcr  Huttc  liegt,  ungcrn  aber  nur  mil  leisem 
Knurren  die  Neckerei  eines  untcrhaltun^luNti^-n  klciiu-n  Klii  tiers  crtrilgt, 
der  als  Uberlastiger  Cast  zu  ihr  hineingekrochen  ist."1  Bourbon,  who  holds 
Moronc  in  sb'ght  regard,  thus  refers  to  his  love  of  intrigue:  "Da  ich  unser 
Ultimatum  nach  Mailand  brachte,  sah  ich  es  hinter  seiner  Stirne  wimnu  In 
wie  in  einem  Ameisenhaufen."1 

Auguste  Leubelfing's  mood  is  indicated  in  the  words:  "Mit  jenem 
WahrheitsbedUrfnis,  das  sich  nach  lange  getragener  Larve  so  gebieterisch 
meldet,  wie  Hunger  und  Durst  nach  langem  Fasten. "•»  Victoria  Colonna's 
joy  in  going  to  her  husband  manifests  itself  in  her  manner  of  speaking: 
"So  redete  Victoria  aufwallend  und  uberqucllend  wie  ein  romischer  Brun- 
nen."4  The  strength  of  Gustavus  Adolphus'  character  appears  in  his  anger 
against  the  Germans,  "Streng  wie  ein  Richter  in  Israel,  in  hciligcr  Kntrus- 
tung,  in  loderndem  Zorn,  wie  ein  biblischer  Held,  der  ein  himmelschreiendes 
Unrecht  aus  dem  Mittel  heben  musz,  damit  nicht  das  ganze  Volk  verderbe."5 
Similarly  significant  is  Victoria  Colonna's  reception  of  the  bitter  news  about 
Pescara's  wound:  (She)  "staunte  mit  starren  Augen,  als  sahe  sie  den  herr- 
lichsten  Palast  brennen  und  von  der  lodernden  Flamme  jeden  Saulenknauf 
beleuchtet."6 

A  case  of  an  apparently  sought  for  resemblance,  although  in  keeping 
with  the  attitude  of  the  speaker,  Poggio,  toward  classical  learning,  is  the 
following: "  Wann  auf  den  sieben  Hiigeln  zwei  Auguren  sich  begegneten  und, 
nach  einem  antiken  gefliigelten  Worte,  sich  zulachelten,  wird  es  ein  feineres 
Spiel  gewesen  sein,  als  das  unreine  Gelachter,  welches  die  Ziige  meiner 
Aebtissin  verzerrte."7 

In  keeping  with  the  general  tone  of  Der  Schusz  von  der  Kanzel  is  the 
description  of  the  echo  that  answers  Wertmiiller's  laugh:  "dasz  es  war, 
als  hielten  sich  alle  Faune  und  Panisken  der  Au  die  Bauchlein  liber  einen 
tollen  und  gottvergessenen  Einfall."8  The  General  is  compared  to  an  Egyp- 
tian god ;  dryads,  masks,  Acheron  form  other  bases  of  comparison.  The 
contrast  between  the  timid  Leubelfing  and  his  brave  cousin  is  emphasized 
by  the  use  made  of  the  representation  of  Achilles  on  the  stove.9 

Mctapliors. — The  metaphors  are  taken  from  very  much  more  varied 

*  Jurg  Jenalsch,  p.  133.  *  Die  Versuchung  des  Pescara,  p.  182. 
»  Die  Versuchung  des  Pescara,  p.  84.  7  Plautus  im  Nonncnkloster,  p.  248. 

*  Gustav  Adoljs  Page,  pp.  358,  359.  •  Der  Schusz  v.  d.  Kanzel,  p.  164. 

«  Die  Vernukung  des  Pescara,  p.  44.  9  Gustav  Adolf s  Page,  pp.  281,  283. 

s  Gustav  Adoljs  Page,  p.  309. 
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sources  and  are,  perhaps,  more  pointed 
her  compare  sensible  objects  with  other 
naturalness  and  harmony  with  the  control  as  in  the 
tration  is  taken  from  Dtr  He*. 

t..w.ir-i  Mun-M  i  ISJUBOJ 


in  ertrigUcber  Gangart  und 

sich  nicht  blume.  ...."•     Henry  UM»  marks  ^K»  tfct  An  b 
bishop's  changed  appearance:   "Koaunst   Du  aus  der  \Umnt    Die 
Federn  stnd  Dtr  ausgefallen  und  die  \\ld4sfffcfincnrn 
Schuhc  hast  Du  Dir  abgestosaen."'    The  author 
his  comment:  "Die  piotilkbe  Weaduog  mil  wck 


aus  dem  Fahrwasser  des  etgenen  Lebens  b  die 

hincinstcuertc,  gab  dem  C  horherrn 


Jurg  expresses  his  emotion  in  figurative  term*     "lea  bit  eta 
Stamme  gerisscner,  auf  dem  Strome  treibender  Zwrig  und  kaan 

<  I  schlagen,  bis  ich  den  Boden  der  Heimat 
werde  mil  dem  Blute  gerechter  Suhne."4 

Poetic  are  the  comparisons  of  sensible  objects  with 
or  the  opposite,  which  occur  in  fewer  numbers.    Giufio  tells  Scrooi  el  his 
mistake  in  judging  Lucretia's  chmrac  t  -m  I>u  nk hi.  desa ts  nw der 

Rettungsgiirtel  ihres  vom  Vater  errrbten  Lekhtsiancs  1st,  der  sk  obea  bill  > 
Und  dasz  sic  nun  ttber  der  totlichcn  Tiefe  bell  und  sorglos  desn  Pbrte  der 
Tugend  zukampft,  hultsi  Du  fUr  dimonische  Grtest."*  The  wiwllinfi  of 
Jenatsch's  mind  are  revealed  to  us  just  as  it  b  suggested  that  be 
became  aware  of  his  position :  "das  Schreiben  des ! 
ihm  in  Mitzartiger  Beleuchtung  die  \Vimiungen  eines  hah 
auf."6  Very  characteristically  does  Hans  describe  the 
macy : "  Er  stiesz,  figuriich  gertdet,  etnen  FensteHaden  na 
so  dasz  cine  grosze  Hcllc  entstand,"'  and  MEr  pecktc  db 
dem  RUckcn  des  Saumtieres  urn,  ohne  sie  zu 
dafUr,  dasz  die  Riemen  nicht  zu  tief  ins  Fletsch 
depression  is  likewise  depicted  in  terms 

An  jcnem  Tage  venrundete  etn  Giftpfcfl 
war  der  Strich  nur  kletn  und  mitunter 
v  citcrtc  er  fort  und  fi 


•  J3«r  Htilige,  p.  59.  •  ^«l^«  *****  |» 

•  Ibid.,  p.  148.  •  J+t  Jm**k,  sv  SJS. 

i  /M.  p.  3* 

4  J*l  SffMlJCA.  p    146 


92        TECHNIQUE  IN   KONRAD   FERDINAND  MEYER'S   NOVELLEN 

diesem  einzigen  Punktc  aus  Hcrrn  Hcinrichs  ganzes  Wescn  untergraben  und 
scin  Konigsleben  zerstdrt  wurdc.1 

Irony  is  sometimes  concealed  in  the  metaphor,  as  in  the  comment  on 
Fagon's  tale:  "das  Behagen  an  einer  Erzahlung,  deren  Wege  wie  die 
eines  Gartens  in  einen  und  denselben  Mittelpunkt  zusammcnliefcn:  der 
u'g,  immer  wieder  der  K6nig !"»  Compare  also  Astorre's  feelings  while 
Germano  woos  Antiope:  "  Und  jetzt  wtihlte  und  wimmelte  schon  ein  ganzes 
Nest  grimmiger  Schlangen  in  seinem  Busen."— "  Oder  krummte  sich 
cine  Natter?  ....  oder  zischte  die  Schlange ?"* 

^AUeygry. — Becket's  subtler  mind,  his  Saracen  blood  and  training  demand 
a  corresponding  eloquence  and  allegorical  expression.  He  calls  the  church— 

"  i  in  Doppelwesen  ....  das  aus  Leib  und  Seele  besteht.  Der  Leib  ist  ein  Heer 
von  Geschorenen  und  Ehelosen,  ein  paar  tausend  von  MUnstcrn  und  Klostern, 
ein  BUndel  von  Gebrauchen,  GelUbden  und  auf  Fabeln  und  Falschungen  beruhen- 

den  Anspriichen Die  Seele  der  Kirche  aber  ist  Tugend,  Bescheidcnheit, 

Erbarmen,  Keuschheit— kurz,  Alles,  was  jener  Andere  lehrte,  den  sie  gekreuzigt 

haben " 

"Das  Volk,  aber,  o  Herr,  kann  Gefasz  und  Inhalt  nicht  trennen."* 

In  shorter  speeches  his  language  is  more  poetical  than  that  of  the  other 
characters.  Regarding  his  acceptance  of  the  primacy,  he  says:  "'Du 
kannst  nicht  glauben,  o  Konig  ....  dasz  auf  diesen  abgestorbenen 

Baum  noch  ein  Thau  des  Himmels  fallen  moge '"*    However, 

Meyer  often  makes  use  of  an  extended  allegory  to  summarize  an  existing 
condition  of  affairs,  as  that  of  the  church  just  quoted.  Compare  Gasparde's 
description  of  the  situation  in  Paris6  and  Jenatsch's  of  B linden's  need  of  a 
savior.7 

Antitlitsis. — Meyer's  use  of  contrast,  manifested  in  so  many  ways, 
appears  again  in  the  form  of  antithesis.  Probably  the  most  graceful  example 
is  the  sentence  referring  to  page  Leubelfing's  experience  in  the  thick  of  the 
battle:  "So  fristete er  sich  und  genosz  das  hochste  Leben  mit  der  Hiilfe  des 
Todes."8  Very  often  the  element  of  incongruity  and  surprise  gives  a 
humorous  effect,  as  in  some  of  the  following: 

Eincm  ehriichen  Gaul  und  einem  gut  Katholischen  Christen  wird  heutzutage 
viel  Geduld  zugemutet.9 

•  Der  Heilige,  p.  157.  >  Die  Leiden  eines  Knaben,  p.  260. 
J  Die  Hochteit  des  Mdncks,  pp.  116,  120,  121. 

4  Der  Heilige,  pp.  128,  129.  »  J*rg  Jenatsch,  pp.  120,  121. 

s  Ibid.,  p.  135.  8  Custav  Adolf s  Page,  p.  301. 

•  DAS  Amulet,  p.  85.  9  Jtirg  Jenatsch,  p.  188. 


Und,  nachdem  sic  (the  witch  Uary)w»% 

dem  ewigrn  Brands  tu  rtiten,  sum  satriii  In  n  I 

Wliro  abcr  die 

,c  jc  mrhr  uod 


Du  auf  dem  Stuhl  voo  Cametbury,  uad  drt 
srinen  Fugea!  Du  unter  der  Mtas,  uad  dnu  hsMsun  Vafa? 
auf  dem  Ko|. 

"i**.— Joined  with  climax,  the  antithesis 
Schadau's  eulogy  of  Dandelot  Colign . 
Krieger;  krin    Maatsmaaa,  aber  ein 
Heifiger,  aber  ein  warmcs  treues  Her 
cither  Describes  or  reveals  emotion.     Thus  the  pa*' 
depicted:   "Dann  crfullic  sie  von  Wirbd  sur  Zene  cine 
Freudc,  ein  verstohlener  JuU-1.  cin  Sieg,  ein  Triumph  fiber  dfe 
ihres  klcincn  mit  diesem  groaaen  Lose."*    Hans' 
regret,  "aber  ich  verwickeltc  mkh  in  einen  Greud  uad  in  cine 

icrrn   Hcinrich  die   Krone,  das   Lebea 
Seeligkcit  gekostet  hat."6 

wficaium.— Inanimate  objects  are 
the  sentence,  "das  gegenubcr  liegende  gnaac  Ml 
einem  misbilligenden  Schweigen."7    Natural  objects  and  late  art 
given  life.    The  author  says  of  Lucrciia  Botgia's  past  life 
noch  hinter  ihr  drohen  und  die  Furicnhaare 
nach  ihr  grcifcn."8  Compared  with  the  other  figures  of 
fication  plays  a  very  small  part  in  the  .VnufcVsj. 

Allusions.— Meyer's  acquaintance  with  literature,  history,  and  an  is 


apparent  in  the  allusions  noted  in  the  A'traOm.    The  Strrary  souicea  art ) 

the  Bible,  mythology,  and  secular  literature.    There  seas  to  be  no <Mniie( 

relation  between  the  distribution  of  allusions  bom  the  various  sources  and 

the  period  in  which  the  scene  of  the 

occurring  in  the  earlier  ones  as  in  the 

Jtirg  Jenatsek  which  contains  more  because  of  its  gmUnr 

each  case  the  allusion  is  woven  into  the 

Indeed,  in  many  instances  the  biblical  wording  it  so  typical  of 

experiences  or  ideas  that  it  has  become  part  of 

and  is  used  without  definite  consciousness  of  the  allusion.    Of 

«  Vtr  Htaiff.  p.  55.  •  GttfSJV  .4**/i  r«|»,  Bv  JO* 

p.    121 
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unobtrusive  nature  are  many  in  Meyer's  Novclkn,  like  "Hiobsp 
Many  of  the  biblical  references  are  symbolic;  these  have  already  been 
remarked.1  Cardinal  d'Este  repeats  the  old  excuse:  "Das  Weib  verftihru- 
mich!  .  .  .  .Sic  lobte  Deine  Augen!  .  .  .  ."»  Fausch  says:  "Die  Tradi- 
tion jedoch  der  volkstiimlich  groszcn  Taten  erlischt  nicht,  auch  wenn  fin 
pedantischcr  Geschichtschreiber  sic  heimtuckisch  unter  den  Schcffel  stcllen 
scUte."*  Pescara  characterizes  the  Italians:  "Sie  heucheln  Leben  und 
sind  tot  in  ihren  Uebertretungen  und  Sttnden."4  Hans'  dreams  are 
disturbed  by  the  warring  spirits  of  Henry  and  his  primate:  "Des  Nachts 
sah  ich  sie  aufeinderstoszen  mit  Rauch  und  Feuer,  wie  der  Apostel  Hans 
in  seiner  Offenbarung  schreibt."s  Several  passages  from  the  Bible  are 
quoted  literally. 

Mythological  material  is  frequently  used  in  the  similes  and  metaphors. 
These  allusions  are  not,  however,  so  limited.  Many  reminiscences  of  Homer's 
figures  occur,  as  that  of  Achilles  already  mentioned.6  Compare  also  the 
following  in  the  conversation  of  the  Pope  and  Victoria  Colonna:  "Achilles 

ziirnt  im  Zelte,  so  horte  ich Nicht  wegen  einer  rosigen  Briseis, 

Madonna."7  Ferrante  speaks  of  the  union  of  Lucretia  with  Duke  Alphonse 
as,  "Venus  neben  dem  ruszigen  Vulcan."8  The  Odyssey  is  General  Wert- 
muller's  favorite  poem.  He  says  to  his  cousin:  " Dich  entnervt  die  glieder- 
losende  Senectus!"*  the  word  "  gliederlosend "  being  an  exact  translation 
of  the  Greek  XwiftcXi}?  used  in  the  Odyssey  as  an  epithet  of  sleep.  Virgil's 
story  of  Laokoon  is  referred  to  in  Der  Heilige  as  well  as  his  words,  "Sunt 
lacrimae  rerum,"  which  Hans  translates:  Er  [the  verse]  bedeutet,  dasz 
man  die  menschlichen  Dinge  nicht  zu  stark  pressen  soil;  denn  sie  sind 
innerhalb  voller  Thranen."10 

The  croak  of  the  frogs,  "  Brekekex  koax  koax,"  is  given  from  Aristoph- 
anes.11 Poggio  begins  his  story  in  the  manner  of  an  Italian  novella.  As 
Dante  and  Ariosto  figure  in  the  stories,  so  also  is  much  said  about  their 
poems.  Fagon  admires  Moliere,  while  Mirabelle  still  speaks  the  language 
of  Fraulein  von  Scudery.  Wertm tiller  acts  the  rdle  of  Rubezahl.  Becket 
entertains  the  princes  by  telling  them  Tierfabeln,  a  mode  of  instruction 
which  bears  fruit  in  the  contrast  drawn  by  Prince  Henry  between  his  father 
and  Becket:  "Wie  hielte  der  feine  Berberhengst  mit  dem  borstigen  Eber 

1  See  above,  pp.  45,  47,  55.  4  Die  Versuchung  des  Pescara,  p.  132. 

•  Angela  Borgia,  p.  95.  s  Der  Heilige,  p.  16. 

•  Jurg  Jenatsch,  p.  106.  *  See  above,  p.  90. 
7  Die  Versuchung  des  Pescara,  pp.  44,  45. 

•  Angela  Borgia,  p.  f6.  *°  Der  Heilige,  p.  136. 

•  Der  Sckusz  von  der  Kantel,  p.  186.         »  Der  Schun  von  der  Kanzel,  p.  174. 


•mi 

ndschaft?"'     The   minister   Wertmutter  lad 
Ami,  meine  Wurde!"  and  the  author  add* 

m  war  rtiiailbt  ayagedrucki,  was  tmt  in  jraw 
erschUttert,  mil  welcher  Othdlo  von  trtaer  VergaafsaWl  m 
Abschied  nimmi  "•     References  to  TeU  occur  to  both 
and  in  Der  S(huu  \+n  de?  £*«atf.     In  0*i  AmmUi  b  the  < 
genossen  auf  dem  Kutli, ">  and  in  Jtttf  Jim* 
des  Lorbeers  und  der  Myrte,"«  a  rr  mlnlariif i  of 

Epigrams.— It  is  in  keeping  with  our 

am  miant,  who  has  traveled  and  seen  various  sides  of  fife,  thai  he 
express  his  thoughts  in  short,  pithy  sayings  and  use  maay  of  our 

r»is.    He  is  epigrammatk  when  he  t*-. 

icfurchtetcr  zu  einem  VerUchten."*    The  other 
similar  truths.     Foggio  says:  "Man  toll  mil  dem  Votte 
Dante  is  made  to  voice  the  author's  sentimenu:    "Jrdr 
einem  an  sich  unnatUrlichen  Stande  ist  eine  Wohltat:"'  and 
der  Geix  ist  ein  gesundes  Laster  und  lisxt  xu  ji 
Mamette  says:   "Denn  Liebe  schligt  gering  an.  was  tie 
bedarf  einer  groszen  Vergebung."*  [Planta  aidact  Jurg't  pride       II  -  * 
mut  kleidet  schletht.  wo  das  Brot  im  Haute  mansyll  ***•    Jemtsrli  says: 

•icr gewinntt<lc-r  nil  ht  den  vollcnKinsauauf  dcoTiachwiffi  "M  Tata? 
ris]>  statements  are  characteristic  of  Meyer,  who  always  cooipresvd 
>u^ht  into  the  most  significant  form.    They  also  give  an  ethical 
coloring  to  his  work. 

The  figurative  style,  then,  is  not 
hut  it  is  always  in  harmony  and  organic  with  the 
prehension  and  deepening  the  impression  of  truth. 
Qualities  of  style:    Clearness  and  jfrmffft.— Ft 
Meyer's  treatment,  and  the  predominance  of  short 
<  >f  his  style  will  )>c  appreciated.    It  is  warm  and  pictorial  hot  the 

takes  first  place  over  the  idea.    The  use  of 
the  rapidity  of  movement,  the  typical  quality  of  tit  characters,  and  the  loac 
of  firm  conviction  give  his  work  fc 


//  wmor.—  Suggestions  of  humor  are 


p.  19. 
Jenalxk,  p.  a$6. 

PlatttttJ  im  .\o**f*kt*sUr.  p.  SSA. 
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NoveUen,  even  in  connection  with  pathetic  passages.  Der  Schusi  von  der 
Kantd  is  a  humorous  sketch,  but  Meyer  apparently  got  no  genuine  pleasure 
from  writing  it.1  Nevertheless,  the  author  knew  how  to  use  this  quality  with 
artistic  effect,  and  particularly  in  his  characterization.  In  JUrg  Jcnatsch 
alone  there  arc  three  characters  who  are  presented  in  a  kindly  way,  but 
so  as  to  show  their  weaknesses:  Fausch,  Herr  Vcrbi  divini  Minister  Denzler, 
and  Burgermeister  Meyer.  Even  the  figures  of  Waser  and  Wertmiiller 
are  at  times  seen  from  this  point  of  view,  the  latter  being  allowed  to  show 
his  self-satisfaction  and  critical  attitude  toward  others  in  his  letter  to  his 
cousin  in  Milan.  The  descriptions  of  Waser  and  of  the  Biirgcrmcister 
have  been  quoted.  The  latter's  nervousness  when  making  his  farewell 
speech  to  Rohan  leads  him  to  say:  "Und  wenn  in  Biindcn  jeder  Berg 
cine  Statua  ....  und  jede  Statua  ein  Berg  ware."8  Fausch's  boastful- 
ness  leads  him  into  unforeseen  self-exposure,  as  on  the  occasion  when  he 
is  trying  to  impress  Wertmuller  with  the  important  part  he  has  playnl  in 
his  country's  affairs.  He  tells  how  he  was  sent  to  the  French  ambassador 
but  suddenly  stops  when  recalling  the  Frenchman's  anger  at  being  waited 
upon  by  such  a  "Weinschlauch."  The  word  has  to  be  supplied  by  Jenatsch 
who  arrives  at  the  moment.  The  figure  of  Mouton  in  Die  Leiden  tines 
Knaben,  with  his  threadbare  elbows  and  meaningless  paintings,  his  ideas 
on  education  and  lack  of  respect  for  authority  or  even  humanity  in  general, 
gives  a  touch  of  humor  to  this  otherwise  pathetic  story,  as  does  also  the 
flowery  language  in  which  Mirabelle  expresses  herself.  The  reader  gets 
a  vivid  image  of  Leubelfing  reproached  by  both  his  father  and  cousin  for 
his  timidity  and  again  when  the  old  woman's  cap  rests  upon  his  anxious 
brow. 

The  author  also  sketches  humorous  situations,  examples  of  which  are 
Lucretia's  visit  to  Jiirg  in  the  school,  the  abbess'  presentation  to  I' 
of  a  copy  of  his  own  facetiae,  and  the  absent-minded  answers  of  Astorre 
to  the  fool.*  The  last-named  situation  shows  by  contrast  Astorre's  emotional 
state.  The  incongruity  evokes  a  smile  even  though  the  tragic  issue  is 
foreseen.  The  jesting  conversation  of  Ariosto  and  Ben  Emir  about  the 
rugs  immediately  precedes  the  most  tragic  scene  of  Angela  Borgia.4 

The  repetition  in  the  following  sketch  of  Krachhalder  with  its  emphasis 
on  commonplace  details  raises  it  above  the  level  of  an  ordinary  description: 

1  "Mir  individuell  hinterlaszt  das  Komische  immer  einen  bittcren  Geschmack, 
wihrrn.l  raich  das  Tragische  crhcbt  und  bcscligt." — Letter  to  Wille,  1879.  See  Frey, 
op.  cit.,  p.  292. 

•  J6rg  Jenalsck,  p.  290.  4  Angela  Borgia,  p.  42. 

3  Die  Hochtfil  des  Mdnchs,  pp.  108,  109. 


I :  •,  : 

SOai  war  torn  i 
Soontagsrocke  und 
Daatsftung,  die  da 


n  das  Angrmlrtwrrdaa  all 
Saale,  tOit  dM  Kampfra  mil  drm 
Wiedercrwichen;  ata  das  kraftt*r 
Athene*  auf  dem  Kircahofc  und  db 

Hdmwandcln  ' 

The  burlesque  tone  of  the  next 
Gcndc  an  jcnem  Abendc  wmr 


Froschlyrik  so  keck  in  Angriff  i 
terte  Chor  nichi  rndde  wurde, 
Kmhusiasmus  ru  wicderholen.* 

Some  characters  speak  the  language  of  a 
The  best  illustration  is  Hassan.  General  We 
annoys  the  boatmen  on  the  lake  by  shouting  to  them  through  the  speaking- 
trumpet  words  learned  from  his  master,  who  speaks/  for  ff.  aa  F^/tm  lor 
Pfaffen.  Hassan's  limited  vocabulary  compels  him  to  speak  hi  Janasplrti 
sentences,  as  "Langweilig  Frosch  P*  a  remark  made  to  PtaaawaBn^datafasid 
by  WertmulU  r  at  his  home  and  forced  to  listen  to  the  frog -cos* 
above.  Again,  Wertmiillcr.  in  addressing  Rachel  uses  the 
dichtest  und  trachtest  du  ?  ">  evidently  derived  from  the  phr 
und  Trachtcn."  The  seriously  offended  Krachhalder  tnststa  t 
ing  in  the  church  )>c  investigated  by  the 
"Synodo 

This  is  very  close  to  punning,  of  which 
found.     The  whole  of  7>i>  \jc\dtn  rimu 
a  miel,"  given  to  Pert  Amiel.     Dante  thus  explains  the  ascaasnf  of  the 
name<(Amarfl!  Amarelle 

paduaniscbe  Hochzdtsgebick 

und  zugleich  mit  anmutiger  Anspidung  auf  das  Verbom 
jugation.'"'    Ezzelin  advises  Astorr.  mat 

gicb  die  Minnc 

Pathos.— The  N<n*U(  which  in  its 

DULndeneinesKnobe*.    Nevettheleas,  there  artplacasia  the  other 
where  the  restrained  simplicity  or  brevity  of  speech  produces  t 
In  Jtirg  Jenoisch  the  answers  of  the  Spanish  oftctr  to  Jiff's 

>  Dtr  Sekma  tvn  d*  K*m*l.  pp.  »oi.  aot       «  /** .  p  »<M 

p.,  H~***4m *****.*  «( 

p.  158.  •/W«%p 
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together  with  his  appearance  show  the  almost  certain  prospect  before  tin- 
speaker  himself.  He  says  his  companion  who  had  had  the  fever  is 
"Verreist."  "Dorthin.  Auf  immer.  Ihr  konnt  Euch  als  seinen  Erben 
betrachten."1  Lucretia  realizes  the  pity  of  Jiirg's  situation,  that  he  has 
so  much  magnetism  and  influence  over  others  and  yet  has  done  the  one 
thing  which  forbids  their  happiness,  when  she  says  to  him:  "Wie  konnt'  < -s 
Dir  fehlen,  wenn  Kapuziner  und  Frauen  fur  Dich  botenlaufen!"*  Rohan 
recovers  from  his  illness  brought  on  by  his  misgivings,  only  to  expericru  <  a 
severer  trial,  and  sighs :  "Heir,  ....  \varumhastDuDeinenDiencrnicht 
in  Ehren  dahin  fahren  lassen!"*  The  same  restraint  is  found  in  Hans' 
references  to  Grace's  death.  When  she  lies  dead  in  the  chapel,  he  sees 
her  birds  and  remarks:  "Aber  nirgends  war  ein  menschliches  Wesen, 
das  sich  daran  gefreut  hatte."4  Again,  the  chancellor  speaks  of  the  treasures 
the  king  has  lavished  upon  him,  which  can  now  only  become  the  prey  of 
moths  and  rust.  5 

In  Die  Leiden  tines  Knaben  the  Countess  Mimeure  speaks  flippantly 
of  that  which  she  feels  keenly:  "Nun  fault  der  kecke  Bube  dortiiben — in 
einem  belgischen  Weiler.  Aber  die  schmalen  Erbteile  seiner  fiinf  Schwes- 
tern  haben  sich  ein  bischen  gebessert."6  The  simple  Pere  Amiel  is  a  pathetic 
figure  at  Julian's  bedside  and  Fagon's  comment  on  his  true  merit  is  touch- 
ing: "Giebt  es  elysische  Gefilde,  denke  ich  dort  den  Pere  zu  finden,  ohne 
langen  Hut,  mit  proportionierter  Nase,  und  Hand  in  Hand  mit  ihm  einen 
Gang  durch  die  himmlischen  Garten  zu  tun."' 

Repetitions  such  as  the  references  to  Christ  kissing  Judas  in  Der  Heiligc 
and  of  place-settings  as  in  Angela  Borgia  add  to  the  pathos.  These  have 
been  mentioned  above.8 

Irony. — Meyer's  quiet  observation  of  all  that  happened  about  him 
him  opportunity  to  discover  the  contradictions  in  human  character  and  the 
mistaken  opinions  people  have  of  themselves.  The  Middle  Ages  when 
the  individual  opinion  counted  for  so  little  and  authority  was  blindly  upheld, 
when  knowledge  of  other  countries  than  one's  own  was  limited  and  ideas 
correspondingly  so,  afforded  Meyer  a  chance  for  contrasting  it  with  the 
new  order  of  things.  This  is  what  he  attempted  to  do  in  Der  Heilige. 
"Ich  glaubte  so  viel  hineingelegt,  das  Mittelalter  so  fein  und  griindlich 
verspottet  und  in  Becket  einen  neuen  Charakter  gezeichnet  zu  haben  !"* 

1  J&rg  Jcnatsch,  p.  61.  6  Die  Leiden  einfs  Knaben t  p.  222. 

»  Ibid.t  p.  247.  7  Ibid.,  p.  265. 

J  Ibid.,  p.  224.  •  Sec  pp.  45.  79- 

4  Der  Heiligc,  p.  97.  9  Quoted  in  Langmesser,  p.  106. 

s  Ibid.,  p.  135. 


irai 

Likewise,  in  A*  gib  Borgi*  be 
of  the  age  and  the  lick  of  true 
people  who  prided 
own  lives  but  to 
type  in  Angela. 

In    Dff  HMg€t  King  Henry 

boasts  that  he  has  done  more  for  Bccket  than  f<*  any  of  hi* 
jects.'     He  rebukes  Bccket  for  joking  om 
his  wish  to  live  and  die  as  a  humble  Christian.    But 
is  transformed,  the  king  is  incensed  and  smys  tht  Mbit 
the  altar  and  is  not  to  be  used  at  a  guide  to  coadt* 

Jenatsch,  at  first  attracted  by  Rohan'i  gentleacs*  of 
shows  his  disappointment  at  the  influence  of  the  Uiirr'%  piety  o* 
effectiveness,  and  uses  ironically  the 
to  show  their  affection  for  him,  "der  guir  licr*ug."» 
dog  Mouton  as  "der  begabteste  meiner  dret  Gisfr 

There  is  tragic  irony  in  the  selection  of  incident.    Jufiaa'* 
his  son's  short-sighted  friend  Guntram  with  him  to  the  war  and 
home  his  own  son,  a  skilful  swordsman  and  an 
Astorrc's  undoing  that  he  is  compelled  as  a 
pany  Germane  when  the  latter  goes  to  woo 
of  restoring  harmony  among  his  friends.    The 
celebrating  Astorre's  wedding  in  the 
Kurzes  schlummert  der  Mdnch  Astorre 
And   indeed,  the  monk  and  his  wife  soon 
Ezzelin  has  another  opportunity  of 
of  the  dead. 

Sarcasm.—  In  Der  HcMge,  Bccket,  alone,  as  typifying 
uses  sarcasm.  His  attitude  toward  the  king's  iMittioi  of  kit  supra** 
authority  in  religious  matters,  "Was  vennag  ich  gegen  die  bobe  Wefabcfc 
des  Jahrhunderts,  welche,  o  Heir,  die  Deinige  til  !"•  and 
Pope  and  various  members  of  the  clergy  are  urnirftrafcahl 
the  same  tone  in  speaking  of  the  persecution  and  death  of  bit  I 
of  his  religion.  The  people  liked  him  and  would  have  i 
Catholic  church,  "aber  nicht  mil  Gcwait,  denn  Ibr  babet  os  got*.  Sbc. 
man  zwingt  die  Gewissen  nicht.  Also  verbQndetea  sit  skn, 
tiscbe  Apotbeke  zu  meiden."' 


•  D*  Hnlig*.  p.  137 

J  J*rg  Jnatxk.  p.  1»A,  •&**{•*&.  po.  $).  IK 

«  DM  Lndfn  «MMI  *•«*••.  p,  9OJ.  t  Dit  Itiim  «MM  Km+m.  sv 
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Adornments  of  style.— Many  instances  of  the  cadence,  rhythm,  and 
harmony  in  Meyer's  style  have  been  noted  in  other  places.  The  significance 
behind  the  beautiful  exterior  prevents  his  work  from  being  rmrdy 
fine  writing. 

Description. — To  speak  of  description  as  one  of  the  kinds  of  com- 
position in  the  NoveUen  is  to  repeat  what  has  already  been  said  in  the 
discussion  of  the  characters  and  of  the  settings.  The  tone  harmonizes  in 
earnestness  with  the  tenor  of  the  thought;  the  descriptions  are  not  merely 
allowed,  but  generally  required.  They  have  truth  and  reality,  presented 
in  concrete  terms,  with  no  exaggeration,  reproducing  definite  places,  colors, 
sounds.  The  emphasis  on  the  latter,  appealing  to  the  eye  and  the  ear, 
shows  the  dramatic  quality  of  Meyer's  descriptions. 

Narration. — The  NoveUen  have  a  large  proportion  of  "story."  While 
Meyer  was  mainly  interested  in  the  events  of  the  inner  spiritual  life  of  his 
characters,  yet  he  presents  these  through  definite  external  episodes  of  suffi- 
cient number  and  variety  to  give  the  effect  of  movement.  The  story 
having  the  least  movement  of  outer  action  is,  perhaps,  Der  Heilige.  Yet 
this  has  action  enough  to  interest  a  reader  who  would  not  appreciate 
the  psychology.  Again,  Meyer  concentrates;  there  are  no  useless  circum- 
stances. The  steps  in  the  action  are  presented  concisely,  and  always  with 
a  clearly  motived  development  to  a  climax. 

Dialogue. — The  dialogue  in  the  Novellen  is  natural  in  that  the  speeches 
follow  one  another  logically.  They  are  in  harmony  with  the  character  of  the 
speaker,  as  has  already  been  seen  in  the  use  of  figurative  language,  proverbs, 
irony,  sarcasm.  The  dialogue  both  reveals  character  and  evolves  plot. 
An  illustration  of  the  former  is  the  conversation  between  Henry  II  and 
Becket  concerning  the  attempt  of  the  French  king  to  entice  the  chancellor 
away  from  Henry  to  himself.  The  king,  who  has  so  deeply  wronged  his 
friend,  speaks  thoughtlessly  and  impulsively,  even  boldly.  Becket  answers 
cautiously  and  almost  threateningly,  veiling  the  significance  of  his  words 
with  anfapparent  sense  of  speaking  foolishly.1  Again,  Becket's  enigmatical 
answer  to  Hans  in  the  garden  of  the  monastery  is  an  expression  of  his  inner 
conflict:  "Schlimm  wenn  die  siisze  Gnade  verloren  ging  ....  das  sei 
feme."1  Pere  Tellier  will  make  his  defense  seem  simple  and  the  occurrence 
quite  an  ordinary  thing  not  deserving  the  indignation  of  Fagon  and  Argen- 
son  which  it  has  provoked.3  He  tells  his  story  in  short  matter-of-fact 
sentences.  Argenson  has  a  curt,  quiet  manner  of  speaking,  usual  with 
one  who  transacts  a  great  deal  of  important  business  and  whose  time  is 
precious.  Wertmuller's  abruptness  of  speech  is  characteristic. 

«  Der  Heilige,  pp.  115,  116.  3  Die  Leiden  tines  Knaben,  pp.  252,  253. 

•  Ibid.,  p.  182. 
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We  get  information  of  event*  and  people  up  lo  lav  daw 
well  as  of  happenings  Jalauawiat  bn 


conversation  of  the  characters,    to  Jwg  J*m**k  awe*  kaovtsdsw  «f  I 


affairs  is  gained  to  start  with  (rum  Wa*r 
Jenatsch.    The  latter  teUs  of  the  popular  t  miulif  y.  of  iW  is*poriaatf»  of 
the  fort  Fuentes,  the  need  of  a  ihfiaaJn  attitude  a*  law  pan  ol  lav  MM  I 
against  the  Spaniards,  and  of  Planta't  demli***  with  Spa&B.    Tkv  »a«ftsr 
learns  about  Jurg's  dud  with  Ruineili  through  nsimsmlisi  («Wb  list 
exception  of  the  papers  sent  to  Grimani). 

Various  topics  are  discussed,  in  each  case  thost  thai  mild  bt  of  cttaf 
concern  or  interest  to  the  characters.  In  D*t  A  snrfst,  Schadan  aad  BoccmH 
argue  about  the  Protestant  and  Catholic  doctrine*.  But  the  story  lura* «« 
the  value  of  the  charm  which  Boccard  wears,  and  more  grarraJty.  am  lav 
desire  of  the  Catholics  to  destroy  the  power  of  the  Protestaa*  p* 

As  a  good  illustration  of  group  conversation,  the  bcgiswis*  of  0a> 
Hofhseit  (Us  Mbnths  may  be  noted.1  The  diflerenl  chanclcrs  wlsnai  we 
meet  in  Dante's  story  all  show  their  natures  here  by  their  iaiirul  ia  ibr 
theme  of  the  discussion.  The  alternation  of  the  apeecaam  is  natural,  each 
new  character  being,  as  it  were,  drawn  in  to  the  convcrtatiaa  by  a  new 
turn  it  takes  appealing  to  his  particular  interest. 

The  dialogic  connectives  are  often  in  the  nature  of  an  aside  so  the  i 
explaining  the  situation,  as,  "wiederholte  ich  in 
ill-nine."  and,  "mil  iciser  Stimme, 
They  are  frequently  elliptical,  giving  the  speaker's 
"nickte  Boccard,"  "lachte  sic,"  "fuhr  cr  auf."  " winkle  mir  der 

There  is  extremely  little  indirect  discourse.  The  dramalk  nalaw  of 
the  narrative  appears  in  the  extensive  use  of  the  direct  (arm,  eactpc  IB  a 
case  where  a  long  and  tedious  series  of  questions  a 
the  artistic  whole.  Thus  the  summary  of  the  trial 
d'Estc  is  given  by  the  author  in  connected  sentence*  as  an  iadkattai  of  tar 
even  and  impartial  course  of  justice  voder  the  guidance  of  Aspaoawi  and 
Strozri.  On  the  other  hand,  Stemma't  vindication  before  WuMrm  it 
reported  in  a  way  to  show  the  seal  of 
as  well  as  to  show  the  passive  part  played  by  Wulfrin. 
of  sentences,  consisting  of  groups  of  two  or  three  words. 

Very  few  monologues  or  soliloquies  occur.    When 
the  emotional  state  of  the  character,  as  in  the  case  of  Btduc's 
to  the  crucifix. 

Exposition.— The  exposition  in  the  Nnafii  is 

. 
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author  explains  a  situation  in  his  own  person  or  in  any  way  other  than  through 
dialogue,  there  is  some  particular  reason  for  doing  so.  Thus,  in  JUrg 
Jenatsch  at  the  end  of  Book  I,  necessary  information  is  given  in  the  report  of 
Dr.  Sprechcr,  which  is  a  means  of  making  tin-  happenings  of  the  first  book 
seem  long  since  past  Similarly  in  Book  II,  we  are  made  acquainted  with 
the  rumors  of  Jenatsch's  deeds  that  have  reached  Waser  since  the  attai  k 
on  Berbenn  and  with  the  popular  attitude  toward  his  reputation  as  Wert- 
mUller  has  learned  it  from  ballads  and  representations  at  fairs.  We  get 
here  again  the  impression  of  the  time  that  has  intervened.  For  WertmiilK T 
was  but  a  lad  when  seen  in  Book  I,  and  since  that  time  he  has  followed  the 
story  of  Jenatsch's  prowess  with  eager  interest  at  each  step.  In  Book  III. 
also,  the  author  himself  tells  of  Rohan's  victories  in  Veltlin,  making  a 
definite  impression  of  the  time  that  has  passed.  These  are  the  only  occa- 
sions when  the  author  does  this  himself  in  this  book. 


CONCUJHOtf 

WtoM^irtMNrisXltoA^ 

a  distinct  advance  in  his  technique  b  dhrmmd.  Thsit  b  not  the  mm 
objectivity  of  treatment  in  the  former  story.  Thm  are  a  grtater  •*•*** 
of  characters,  the  material  b  not  at  condawad,  each  word  b  aota*sJpiic»s* 
as  in  Meyer's  later  work.  The  form  does  not  show  the  wow  btatfisj  of 

figurative  language,  nor  the  features  of  repetition  and  ij  ml  \Mrn_  whkh 
give  the  later  stories  plasticity  and  univenaliiy  la  each  strcwr*  siory 

lesirc  to  concentrate  and  simplify  b  evident. 
Each  Nmxll€  seems  to  have  the  appropriate  form  for  the 
in  it.    Some  defects  have  already  been  noted  in  4»j«fe  *rf»j.    As 
the  exposition  of  character  in  Jttrg  Jemrtuk.  Dct  //«/•>.  Dir  //« 
des  Mdnfhs,  Die  Richteri*,  Die  Vcrmtkwtg  in  Pat**,  thrrv  «vw*  to  he 
more  subtle  penetration  into  the  motives  of  action  and  the  hidden  imillnii 

ic  human  heart  in  DC?  //«/•>,  although  thb  power  b  ako  dearly 
manifested  in  Die  Hockttit  de*  if**rAj.     From  the  point  of  view  of  iW 
a.  ti<>n,  the  relation  between  the  parts  in  the  ffhrthm  of 
and  the  subordination  of  the  parts  to  the  whole  in  SaVf  r«sfar>  b 
rable,  particularly  when  the  period  of  time  covered  b  ronsfckn  it     For  the 
representation  of  the  demonic  influences  of  nature  and  of  the  sway  of  strong 
passions,  Die  Rickterin  must  unquestionably  take  first  rank.    Thus  each 
Novelle  presents  a  different  phase  of  Meyer's  art,  as  the 
authors  may  present  diverging  treatments  of  si 
an  altered  point  of  view  and  a  different  purpose,  and  defy 
comparison  and  classification  under  set  categories. 

But  the  study  of  all  the  NnxUe*  reveals  the 
Meyer's  work,  namely,  that  every  feature  both  of  the 
plot  and  of  the  external  form  b  dependent  upon  the  conception  of  • 
and  thereby  acquires  its  significance.  On  the  other 
adds  i<>t  lu- n>m  prehension  of  the  characters.  It  is  thb  < 
cal  interrelation  of  parts  that  makes  Meyer's  work  so  ntpsir  The  unity 
is  structural  and  essential.  It  is  thb  that  constitutes  what  has  bsen  iumiil 
by  others  the  Shakespearean  quality  in  bb  Atasfii*.  But  the  nason  for 
the  use  of  such  a  term  has  not  been  given.  We  have  seen  that  it  b  thb 
continuous  radiation  and  interweaving  of  the  idea  of  the  characters  with  / 
the  other  elements  of  the  narratives  that  gives  then  thb  vital  ttdwHonal 
appeal. 
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None  of  the  biographers  or  critics  «>f  Meyer  have  really  discussed  the 
NovdUn  from  the  point  of  view  of  technique  except  Stickelberger  (Mauer- 
hof's  work  I  was  unable  to  procure).  Stickelberger  has  made  very  good 
observations  on  certain  points:  symbolism,  characterization,  plot,  and 
some  elements  of  style,  but  no  single  topic  is  treated  completely.  This  is 
accounted  for  by  the  fact  that  Stickelberger  starts  with  Meyer's  character 
and  personality,  and  attempts  to  explain  what  he  finds  in  the  Novettcn 
as  a  revelation  of  the  author's  personality.  But  this  method  only  presents 
an  indistinct  idea  of  certain  technical  features  without  giving  any  clear 
comprehension  of  the  inner  unity  of  the  Novctten. 

In  general,  it  may  be  said  that  writers  who  attempt  to  give  directions 
for  the  criticism  of  narrative  literature  fail  to  convey  the  impression  that 
all  the  features  of  content  and  style  which  may  be  studied  according  to  t  he- 
suggestions  given  are  connected  and  given  their  proper  relations  to  the 
whole  work  by  some  essential  link,  namely,  the  idea  of  the  characters.  It 
is  the  interrelation  of  characters  which  constitutes  the  organic  whole,  and 
the  relative  stress  laid  on  the  individual  ones  determining  their  importance 
is  included  in  this  central  and  organizing  idea.  The  author  hopes  to  have 
shown  this  inner  connection  between  the  whole  and  the  parts  in  Meyer's 
work,  and  that  this  relation  exists  not  merely  between  the  main  parts  and 
the  whole  but  also  between  the  whole  and  every  detail  of  the  formal  pres- 
entation. The  phrases,  epithets,  symbols,  the  sound  of  the  sentences  must 
conduce  to  the  same  conception.  The  form  of  Meyer's  work,  which  is 
perfect  of  its  kind,  is  not  merely  a  glittering* adornment,  but  in  every  way 
is  employed  to  emphasize  the  beauty,  poignancy,  and  psychological  import 
of  the  content. 
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01.      WORKS  ON  THE  HISTORICAL  PERIODS  AND  CHARACTERS 

ABBOTT,  EDWIN  A.    St.  Thomas  of  Canterbury.    His  Death  and  Miracles.     2 

vols.    London,  1808. 
AUgemeine  deutsche  Biographic. 
BLACKBURN,  Wii.  M.    Admiral  Coligny  and  the  Rise  of  the  Huguenots.     2  vols. 

Philadelphia. 
BOURGEOIS,  EIOLE.    France  under  Louis  XIV.    Its  Arts.    Its  Ideas.    Tr.  by 

MRS.  CASHEL  HOEY.    NEW  York,  1897. 
BURCKHARDT,  JACOB.     The  Civilisation  of  the  Renaissance  in  Italy.    Tr    by 

S.  G.  C.  MiDDLEiiORE.     London,  1892. 
DANDLIKER,  KARL.    Geschichte  der  Schweiz  mit  besonderer  Rucksicht  auf  die 

Entwicklung  des  Verfassungs-  und  Kulturlebens.    3  Bde.    Zurich,  1901. 
GREGOROVIUS.    Lucresia  Borgia.    3.  Aufl.    Stuttgart,  1875. 

— .    History  of  the  City  of  Rome  in  the  Middle  Ages.    Tr.  by  ANNIE  HAMIL- 
TON.   London,  1899. 

HOOK,  WALTER  F.    Lives  of  the  Archbishops  of  Canterbury.    London,  1862. 
GEIGER.     "Die  Renaissanz  und  der  Humanismus  in  Italicn  und  Deutschland," 

in  Oncken,  AUgemeine  Geschichte  in  Einzeldarstellungen.     Berlin,  1882 
THIERRY.     History  of  the  Conquest  of  England  by  the  Normans.    Tr.  by  WM. 

HAZLITT.    London,  1856.    Vol.  II. 
VOIGT.     Wiederbelebung  des  dassischen   Alter  turns  oder  das  erste  Jahrhundert 

des  Humanismus.     Berlin,  1859. 

WHITE,  HENRY.     The  Massacre  of  St.  Bartholomew.    London,  1868. 
WHTTEHEAD,  A.  W.    Gaspard  de  Coligny.    London,  1004. 

IV.      GENERAL  WORKS  ON  FICTION,  CRITICISM,  AND  AESTHETICS 

ALEXANDER,  HARTLEY  BURR.    Poetry  and  the  Individual.    An  Analysis  of  the 

Imaginative  Life  in  Relation  to  the  Creative  Spirit  in  Man  and  Nature. 

New  York  and  London,  1906. 

BARRETT,  C.  R.    Short  Story  Writing.    New  York,  1900. 
BALDWIN,  CHARLES  SEARS.    American  Short  Stories.    Chicago,  1904. 
BESANT,  WALTER.     The  Art  of  Fiction.    New  ed.    London,  1002. 
BOBERTAG.    Geschichte  des  Romans  u.  der  ihm  verwandten  Dichtungsgattungen 

in  Deutschland.     2  Bde.     Breslau  u.  Berlin,  1877  and  1874. 
BREWSTER,  WM.  T.    Representative  Essays  on  the  Theory  of  Style.    Contains 

Essays  by  Newman,  De  Quincey,  Lewes,  Stevenson,  Pater,  Harrison.     New 

York,  1905. 

.    Studies  in  Structure  and  Style.     New  York,  1896. 

BRINKMANN,  FRIEDRICH.    Die  Metaphem.    Bonn,  1878. 

BUCK,  GERTRUDE.    The  Metaphor.    A  Study  in  the  Psychology  of  Rhetoric. 

"Contributions  to  Rhetorical  Theory,  V."     University  of  Michigan,  Ann 

Arbor,  Mich. 
BUTCHER,  S.  H.    Aristotle's  Theory  of  Poetry  and  Fine  Art.     With  a  critical 

text  and  a  translation  of  the  Poetics.     London,  1895. 
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CAIRNS,  \V*i   B.    Tke  Forms  •)  RitMorm     Boaoa.  i%t 

CANBY,  HENRY  SEIDEL.    Tk*  Skv  xwdka  to  E^hfc.  XII     Krw 

k,  igoj 
CARRIERE,  MORIZ.    DM  Potnt:  Ikr  Wntm  m.  tk**  F*mm  MI  OwwJM«OT  4w 

•    wnfttufc   Awt     I  il|illt  i«k 
GILBERT  K     Ckarto  Ditimi  «t.  1906 


CLARK,  J.  SCOTT     .4  .SWy  */  Kmgluk  ~4  A  mm.  f«        \  "  ilnilnj 
Method.    New  York,  1900. 

—  .     A  Shtdy  of  E*gluk  Pr~t  ITrters.    A  Uboniofy  Mnkod    fev  Y«*. 

1808. 

CKAWPOV  TkiN**  Wk*i  H  h     New  Yoii 

CEAWSHAW,  \\    1  1      £i*wy  ImUrfirtUtim  *\  JU/r      N,  -  VoA,  1900 
C1088.W.  L.     Tk*  Dnxbtm**  o)  tiu  EMgiitk  \~*    lAgg 
DALLAS,  E.  S.    TA«  Coy  Sticmt.    >  voit. 
DECEKHABT,  F.    .SVWim  afcr  £*A«n. 
DUES,  I!         I     «  r  Sprmchc  und  Siil  in 

S.  56-72. 

DRFESEN,  W.    Romantistk*  EUmtmte  M  Tk~4~  Storm,    (Dba)    BOM.  190). 
Du  MOULIN  ECKABT,  R.  GRAY.     D*  kultriitMt  Ktmm  m 

MMK  Entwickdung.     100$. 
ERNST,  P.    Dry  HV*  svr  Form. 


Tra^odic  und  Novcllc      lirrlin,  1006. 
FRIES,  A.     "Zu  Hctnrich  v.  Kkists  Siil.M  5W   t.  tff.  L*-G**±      Bd  4. 

II-  4,8.440. 
FCRST,  RUDOLF.    DM  Vorltujer  dtr  m*4*mt«  .V«tWfe  M  /« 

Halle  a.  S.,  1897. 

*  OLLER,  KARL.      Die  TAium  <te  £^ 

KlassHumm.WUMmv.HambMl.     Pro* 
GAEBEL,  K.    MM((«  s.  ftcM*  <far  Entklmmgf*  m 

Scott.     Marburg 

GARDINER,  J.  H.    Tkt  Forms  of  Prm*  LH**un. 
GARNIER,  J.  D.    Zur 

Ticdu.     G  lessen,  1899. 
GAYLEY,  C.  M  .  AND  Scon  i« 

0/  Library  Criticism      Boston.  1890. 
GOTTSCHALL.    Die  dfutsckc 

1002. 

GREINZ,  R.  H.    DM  Ingiidum  Moth*  m 

Tod*.    Dresden  u.  Lripiig.  1889. 
11  MM  K.I.       rrrrmuuGottJui}.    Stotfms. 

HAMILTON,  CLAYTON.    J/«im^*  «W  Jfrflfa*  */  ftdte.    New  Yortu 
HENNEQUIN,  EMILE.    J^d  CrOifiif  Srim*fi*t.    1800 
HORNE,  CHARLES  F.    7**  TVrMfi*  •/  <*tf  .Y-W    ft* 

7  An>  Ei«l*tio*  amd  Pnstnl  Vu     New  York 
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JAMES,  HENRY.    Partial  Portraits.    London,  1888. 

JESSUP,  ALEX.,  AND  CANBY,  H.  S.     The  Book  of  the  Short  Story.    New  York 
and  London,  1906. 

JOHNSON,  C.  F.    Elements  of  Literary  Criticism.    New  York,  1898. 

KAISER,  W.     Untersuchungen  uber  Immermanns  Romantechnik.    (Diss.)    Halle, 
1906. 

KAYKA,  E.     Kleist  und  die  Romantik.    Forschungen  z.  neueren  Lit.-Gesch.,  31. 

KEITER,  HEIXRICH.     Theorie  des  Romans  u.  der  Ers&hlkunst.     2.  Aufl.,  bearb. 
Kcllcn.     Essen-Ruhr,  1004. 

KEDNEY.     The  Beautiful  and  the  Sublime.    New  York,  1880. 

KNOWLTON,  T.  S.    How  to  Write  a  Novel.    London,  1001. 

KORFP,  HERMANN.    Scott  und  Alexis.    Eine  Studie  z.  Technik  des  historischen 
Romans.     (Diss.)    Heidelberg,  1907. 

LANIER,  SIDNEY.     The  English  Novel.    A  Study  in  the  Development  of  Per- 
sonality.    Rev.  ed.     New  York,  1003. 

LEWIS,  E.  H.    History  of  the  English  Paragraph.     1894. 

LUDWIG,  OTTO.    Romanstudien.  2.  Bd.;  Ges.Schr.   6.  Bd.;  8.59-211.    Leipzig, 
1891. 

MATTHEWS,  JAMES  BRANDER.    Aspects  of  Fiction.    New  York,  1896. 
— .     The  Historical  Novel  and  Other  Essays.    New  York,  1001. 
— .     The  Philosophy  of  the  Short  Story.     1001. 

MEYER,  R.  M.    Die  deutsche  Literatur  des  ig.  Jahrhunderts.     2.  Aufl.     Berlin, 
1000. 

MTELKE,  HELMUTH.     Der   deutsche    Roman    des    ig.    Jahrhunderts.     Braun- 
schweig,  1890. 

MINTO,  WILLIAM.    A  Manual  of  English  Prose  Literature.    Boston,  1895. 

MUIXER-EMS.    Otto  Ludwigs  Erzahlungskunst.     Berlin,  1005. 

NETTLETON,  G.  R.    Specimens  of  the  Short  Story.     New  York ,  100  r . 

NOEL,  R.     "The  Use  of  Metaphor  and  the  Pathetic  Fallacy,"  Fortnightly,  5, 
p.  670. 

NORRIS,  FRANK.     The  Responsibilities  of  the  Novelist,  and  Other  Literary  Essays. 


PAINTER,  F.  V.  N.     Elementary  Guide  to  Literary  Criticism.     Boston,  1903. 

PERRY,  BLISS.    A  Study  of  Prose  Fiction.    Boston,  1002. 

PERRY,  THOS.  S.     English  Literature  in  the  Eighteenth  Century.     New  York, 
1883. 

PPORDTEN,  OTTO  VON  DER.    Werden  und  Wesen  des  historischen  Dramas.    Hei- 
delberg, 1901. 

RALEIGH.    Style.    London,    1897. 

RAYMOND,  G.  L.    Art  in  Theory.    New  York,  1894. 

— .  Poetry  as  a  Representative  Art.  3d.  ed.  New  York  and  London,  1898. 
— .  Rhythm  and  Harmony  in  Poetry  and  Music  together  with  Music  as  a 
Representative  Art.  Two  Essays  in  Comparative  Aesthetics.  New  York, 
1895. 
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-  .    Nn»£fM?t  tewtrrf*  Critic*  Jf**W     U«k»  a*i  N  ,4,7 
SANTAYANA,  Geotcc.     7*A*  5«uf  */  A«M^r(  M«f  IW 

Tkory.  New  York,  1896. 
Sontuft,  W.  KUi»t  Sfhnlu*.  Bd  II  Btrfb.itgti. 

-.  /><*>*.  BcHin,  1888. 
SCHtMZE,  MAITIN.  5HMlMf  »•  GVMM  Romtmluvm  Pi 

SEKIOI,  NASSAU  W.    Etsoyt  MI  F^IJMI.    Lmulmi.  1864. 

SHERMAN,  L.  A.    ^M/^J  */  l^rumrr.    A  MmnuaJ  for  the  Ot*ctiw 

of  KngHsh  Prate  and  Poetry.    Boston,  1901 

SHERMAN.  \V  1  1       I  Handbook  of  Ultwy  Cnticum     New  York.  1905 
SKELRACEN,  F.    MMf|»  s.  r/kwnr  «.  r^mA  rf 

1883. 

f.  TAMrif  M.  r«Aml  M  j. 

Letpng.  1883. 
STERN,  ADOLF.    Die  dated*  NaUomaUUtntw  vom  Tod*  Cottka  k 

wart.    4.  Aufl.    Marburg,  1901. 
THOMPSON,  D.  G.    The  Philosophy  oj  Fiction  in  Litovton.    New  YoHt 

Lxxidon,  1800. 
VISCHER,  FR.  THEOD.    AHes  mnd  .V«*i.    Stuttgart,  i88j 

-  .     Das  Scheme  und  die  Ktuut.    Stuttgart,  1890, 
WEDMORE,  F.    "The  Short  Story,"  Nindomlk  Cenimry.  Vol  43.  t8oj 
WEISE,  OSKAR.     Atslhftik  de*  demise***  Spratke.    a.  Aufl. 

'90S- 

WELDOX..I  r  ).     The  Rhetoric  oj  Arisio**.   London  and  New  Yock. 

WENGER,  K      //.    <rische  Roman*  dnUsche*  RomoMlik*.     190$. 
WmrcoMB,  SELDEN  L.     The  Study  of  a  Novd.    Boston,  1905. 

•  HESTER.  C.  T.     Principles  of  IMenry  Criticism.     1890. 
ZOLA,  EMILE.    The  Experimental  Novti.    Tr.  by  BELLE  M    SHE****     Sew 
k,  1893. 
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